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THE PROJECT PURPASES WERE TO IDENTIEY THE ELZMENTS IN MUSIC USED BY
EXPERT LISTENERS IN DETERKINING THE ARTISTIC VALUE GF MUSIC) T8
GISCOVER WHAT MUSICAL SXILLS AND KNOWLEDGES ARE NECESSARY BfR THE
LISTENER TGO RECOGNIZE THESE ELEMENTS,: AND T3 USE THESE FINDINGS IN A
COHPARISGN WITH A SPECIFIC AESTHETIC THEORYe ATTEMPTS WERE MADE T4
DEVERMINE WHETHER THESE VALUE ELEMENTS ARE TEACHABLE, IF SU, TuE ABE
LEVELS AT WHICH THEY ARE TEACHABLE, THE CREATION GF MEASURENENZS TO
cVALUATE RECOGNITION OF THESE ELENENTS, AND THE SKILLS AND
KNOWLEGGES USED. THE TWG PROBLEMS STUDIED WERE (1) THE SKILLS AND
KNOWLEDGES A STUDENT WSULD NEED T@ PARTICIPATE IN THE KYSITAL
EXPERIENCE AS DESCRIBED BY MEYER S THEERY GF EXPECTATION AND (2}
WHETHER THESE PRUBLEMS COULD &2 TAUGHT WITHIN A 2-YEAR PERE8D T4
FIFTH=GRADE CHILDRENe THE TGTAL LIST OF SKILLS AND KNGHLEDSBES
(APPRGPRIATE FGR MUSICAL LISTEnING AND GATHEREC FRGM THE HUSICAL
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AERE USED IN INTERPRETING THE RESULTS OF THE STUDY AND DRAKING
CONCLUSICGNS FROM THEM, APPROXIMATELY 10 PERCENT OF THE TE£STS GIVEN
THESE CLASSES KERE HIGHLY COMMENDABLE, MITH CADEMCES, PHASES,
MELODIES, CONTRASTING PARTS, TIMBRE, AND Cf TMAXES ALL CHRRECTLY
IDENTIFIED AND MARKEDe TWG VIEWPOINTS RESULTED FROM THE STUDY=-{1)
DESIRABILITY @F AN EARLY S7ART IN INTENSIVE MUSICAL LEARNING A%D {2)
THE IMPRACTICABILILY GF TEACHIMG ADEQUATE MUSICAL SKILLS AND
KNOWLEDGES ®ITHIN THE EXISTING ELEMENTARY MUSIC FRAMEWORK BECAUSE 6G
LIMIVED TIMNE ALLOWEGs (GC)
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THE THEORY CP EX#'ECYATICH
APFLIZD PO MUSICAL I.ISTSRING

7ne purpose of thiﬁ.projéct was to identlfy the clements
i music used by expsrt listerers in dejermiring the ertietic
value of music, to discover what musical skills and knowledges
are necessary for the listener to recognize these eiements, and
to use thesr fipndings in = compariscn with a specific assthatic
theory, namely the theory of expectation promuigated by Leonard B.
HM3yer. The purpose finciuded attempts to deitermine whsther thesge
value elements are teachable, the age levels at which they are
tieachable, and the creation of measuring devices %o evaluate
ricognition of these eiements and the s%ills and Xnowledges used.
Music in the public schocls has %ia the past half-century .
grouvn from a noveldy o a staple. Iun moest school s#atans,
music is not only offered but required in the first six or
elght grades. The unspoksn philosophy behind this requirement
1 not that all will become performers of music but that 2ll
can bacome consumers cf music. The consumer may rarcly or asver
rlay an instrument oxr siag, btnt ke participates in the plessures
of music as part of the soncari sudience, as a record buyer, as
a TV viewer s»ié radio listener. The nrincipal objoctive of public
s¢aool music 1s, as it should be, to teach the potentiel consumer
how to iisten to music wWith understanding and discrimination.
If "music for all” is & lagltimata goal, then all pubiic school-
agée children should ve urdorgolag esperiinces dssigned to increaase

thalr understanding and appreciation ef wusic. Harishorm (1)

states, "If we take (music spprociation) to be that pkase o
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the music progrem which eanphesizes th2 aesthetic enpeel of music
and seeks primerily %he attitudes with which v¢ wish our students
night respond to its emotlionsl powsr, then we accept the &ppré-
claticn of music as osur ﬁltim@te goal in music educmtion." "fo
transform the public musical cul%uéa ints a recognized pers of
each persoa‘s anvircomen:" should be the central focus of the
‘music progrem,

At the preéent time an increased interest in listening msy
be szen in public school mueic emphases, partialiy due, pevhans
Go the fallure of the munic reading program. Lists of ebjectives
found in recent writings and textbooks stress listening, and a
epate of reszordings for schoolroom use has appeared in the past
ten years. Yet there ssems to ba no approach to surel under-
gtending; the pupil is expected simply to listen, without any
gystem or method through which the teacksr can wmaks the Listening
noanlngful, Most of the recordinzs offered are song materials
rether thean art musie, and few texts contain suggestions for
understsanding the mugicsl selections referrei to or described,
(See annotated 1ist.) Because the mere sensation ol tonme is
pleasing and excites a pleasurable reaction in tho listener,
childrzu in the first four grades respond well to she experlehce
of listening. Beyond this age level, however, they becone sware ?
of many musical sounds which please them but which are nct condoned
in “he classroem, and so their attitude or liking for the liston-
1ng experience begins to decreass (2). Llacking training in
listenlng, pupils become attracted $o the easlly anderstood sounds

of popular and commerecial music and refuse to wrestle with the
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problexs pressnted by art music. It is reasoneble to vxzpect that
She chiid wbo ls sgulpped with skilie and kmowledges for coping

th art music will find it mere attractive than the auperficial
products of the juks box‘trade.

The femlilar fact is that the'pnblic gcheol music program
falls noticeably in its goal of listening. The laymeu who is
aware of the music pr&gram thicks of it iz terms of perfovmliug
groups such as ﬁands and choruses. The researchsr intersstsd in
test devolopment focusss on musicel aptitude, music reading or
factual knowledge. The textbook writsr and publisher offer the
music teacher books £illed with senga to eing and rhythms tc be
played or danced. Thig neglect of listening seems to e due to
a variety of fzetors, chief of which is the paucity of knowiedge
about the lisctening process aud about the role of specific skills
and knowledges in 1%, with the correlative lsck of teaching
method, veallizable gosis, and eveluative tools., Lacking these,
the muslc teacher has emphasized performance or participation in
The assumption thesy they wcuia result iz musicel usderstanding
and discrimination. But resesrch indicates thas musicsal exper-
ierces per se do not nacessarily produce prefarences for beiter
music {3), .

The listening process seems to be & complez one, utiiizicg
mental and aural skilils, iantellectual knowledges, paysical reaction
and emctlonal response. Since tae advent of the phonograph with

is lmmonsze possibllities for enrichment in the ares of listealns,
music appreciation has been approacked in several vays, each of

vaich endeavored to make use of some part of the total liatening

process. The earlisst approach was to teach the main melodic
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thew? of the work, sften by attaching words ¢z it; and expecting
children %o memorize the composition and composer appropriste
for sach melody; later caze the factwal approach whick enphasiged
the composer ard his datésg the meaning of musical teras and %the
instruments performing the work; finslly the programmatic approach
ha@ its day, in which all music was hesxd as having & story or
picture or mood for !ﬁich t“he puplil listened. None of thege
approaches eingﬁlaslg is legitimate because each is fraguendary,
based upon only one phase or factor of the listening process.
The abstract quality of art music demards that the pupil be given
& basis upon which to understand the nusic ag it proceeds--to
hear and know what is happeningz at the present moment in the
work=--~nd to be able to comprehead the work as a whola when he -
has heard it to its completion. In srder to teach the pupil how
to llsten with vudersianding, the teacher must know what things
in the music are essentiszl for hie comprekension so these can be
pointed out, explaeiased, heard, and put into their proper contexs;
the teacher must also know what skille and knowlzdges are necessary
for the pupil to grasp the ezsentials of the music-~physical
reaction and emotional responde, though part of the process
necd not be dealt with inm %Lhe ¢lagsroom, as the firzt is an
automatic reaction, and #he second ¥ill be dependent upon sub-
Jective factors and ulso upon the skills and krnowledges which the
pupil can learn to utilize.

In the last fifty yeers, wusicology ané musicsl criticism
kave contributed their findings to the general body of musical
knowledge, so that at present there are meny fine tCikitbnoks for

nusic appreciation, ali consistently in agreement as to which
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composers and which compesitions are of major 1mpoxfance, and
what the qualities of greatnoss are that distinguish the works
of the well-known compoaerc. These tsxztbooks are largely con-
fined to the college lavél, and though they agree upon thoss
thinge which the listenscr should hear im the music, their state-
mogte are of too genéral 2 natura to help th2 unskilled listener
find moaning in the mﬁmic as it unfelds, To know, for exuumple,
%hat the melodies of Heydn contrin many Austrian fulk-tune
characteristices, or that he yss the first to write etring quere
tets wlth four gemuinely independent parts, does aet help the
1istener follow a Haydn string quartet intelligently. The work
of Leonard B. Meyer in presenting the theory of "expectation"
offers a basis upon which musical 1listening may be approached
ccherently, 2 barls which hus been accepted as valid by aesthe-
ticlane and music educators. The thaory of expectation, im its
simplest form, states that musicil motives, phrasss and longer
musical entities are "sound terme™ which tu the knowledgeable
listener imply certein other musical entities, as an azxtecedsnt
implies & conssquent. Meaning and emoiion are createi in the
llstener whn the expected conssequent dc2s not appear exactly as
expected. Texsion ig produced in the listener by ths dissppointe
ment of his expectatlions, end the tension ie¢ resolved when the
musical resclutiecn does arrive. fThe resoluticn may be delayed,
may be altersd or iransformed in one of s¢veral ways, but must
alWays appear to be a satisfactory comgeguenti %o the "sound term"
or "muslcal gésture" which set up the listener's sxpectations.,

This pattern of expectation-tension-resciution-fulfillment

heppens lnnumershle times within a single piece ¢f music, and
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cortrols the formal olements of the music from She smallest
movif to the large over-all structurs of the work. Thereicore,
the Jigtener's understanding of ths work is based upon his ex-
pectations of what will Eappen a8 the work unfolds, and kis
Pleasure at the unexpected but logical (within the style) ané
satisfactory twists which the composer has utilized to create his
wﬁrk of art. ”Affect‘or emoticn-felt is aroused when an sxpsce-
tation==g tendeﬁcy to respond--activated by the musical stimulus
sltuation, is temporarily inhibiied or permervently blocked® (4},
".o.the same stimulus, the music, aciivates tendencies, irhibits
them, ard proviids meanirgful and relevant resolutions" (5),

At present, Meyer's theory is bedng used for teaching music
appreclation only at the University of Chicage. Videspread
utilization of this approach will probably not occur uatil the
theory has heen tramslated into a teachling method or aystem, and
research has 1llustrated its poteatial for the classroom.

The problem of this study is to identify the elements in
music upon which the skilled listener baces hig undéserscandiag ¢f
the mueic and his value jugement of i%t. It is a fact of art that
sone worke are more valuatle than others, that the listeaer hears

crth thar the sounds in certain

)

gounds which rapresent a higher
other compositions. Thesge eiements of greainess seem %o be
relatively stable and objective; they remain the same for the

listener wpon repeated hearings and lead to similar value judg-

® ments by a variety of listeners; statements by experts concerning
é; the qualities <nd characterissice of compositiens and composers
li display a high level of agreement. When the listener is unskilled,

o when the style of the music is unfamiiiar to him, (which
;%‘ simply means he 1s unskilled in that styla) he is less able %o

T T S T T e s e ettt o N oa % wr % e w e e s .- - 2




identify the elements 1n the music upcr which to form a proper | |
value judgment. Therefore, music in a new style is often
evaluated very differently by a group of skilled listeners, und
will change ite value for each of them upon repeatsd hearings.
Simiiarly a group of unskilled listeners will disagree upan the
#alue of works of high artistic merit vecause they lack the

skills and knowledges necessary for understanding and discrimi-
nation. | '

Althsugh aestheticlans heve probed into the mesning of urt
and the significance of the aesthetic experieance, there hus been
no attempt to objectively identify those elements whick contribute
to the assthetic experience. Musliclans are able to agree upon
statements describiné what 1s heard in a particular composition,
but there has been no attempt to discover, within a comtroiled 3;
situation, vwhether the musiclan’s focus as he listens 1g upon kS
those Ihinga which his spoken statement posits as important.

Philosophical thought has centeped upon the art object itseif N
and upon how it communicates its meanings %0 the“percipiént. Its
corclusions, though stimulating and illuminsting to the individual
percipient, have not coniributed to teaching and learninz because

they lack objectivity and concrsteness. The present study

attempted o objectify the cruclal elements ia ar$ music by
identifying the ivems stated as important in music by skilled
listeners, by examining the reactions of skilled listeners in the

act of listening, by identifying the elements which were common to
all of them, by ideniifying the elements which were common to

experiences with a varlety of styles of music, and by comparing
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these with the reactions of unskilled listeners and the elements
which the unskilled consiuered impnrtant in thé music.

This has 1little practical value for teaching unless the
skills and knowledges can be dinccvored which are used in recog-
ulzing the cruclial elements of art music. Aural skills are
thought to include tonal memory, melodic, harmonic and rhythmic
seﬁsitivity and reccgﬁition of instrumental timbre. Probably
auditory~-visual skills also contribute to musical listening.
Essential knowledges are thought to include recognition of styie,
both of a particular period and a particular composer, knowledge
of the geueral philosophy of art of the period (such ac ihe
doctrine of "Affects" of the baroque), perhaps the historical
positlon of any particular style or compcser, perhaps the sociall
and technological condlitlons determining quality of instruments
and type of artistic patronage. Whether performance skills are
necessary for musical llstening is not known. The assumption in
public school music has heen that playing an instrument or sing-
ing was the best way to develop an undersianding of wmusic, pre=-
sumably this understanding to include listenir~. Results of the
emphasis upon performance have stroungly indicated thati musical
understanding is not fositered om the sole vasis of performance,
but thls is not to negate the possibility that some familiarity
with the problems. and technlques of performance might greatly
enhance the listener's understanding of what he hears.

The project Gld noil include an investigation intce possible
emotional factors present in musical listening. That music pro-
duces emotional responses is well established, {6) but in %the

opinion of Meyers and others (7) this is an undifferentiated




-

regponse which will conform to the listemer’s intellectual re- {
sponses. Even if this iz not so, the practicality of shaping
emotional responses in classroom teaching 1s lizlited to the use
of gzood psychological principles of learning and of group dvna-
mics. The study did not propose to discover factors L8CES8Ery
fo; liking music, but for understanding it; the emphaslis was upon
discrimization rather than preference. Por appiicability to "
classroom practices, the study was most appropriate to the point |
of view of McMurray, (8) who proposes that teachers should not
attempt nor expect to teach pupils a stronger liking for music ii
but should show pupils what is to be found in music.

Public school music has in the past been characterized by
a lack of emphasis upon acalevement, upor systematic progress
towerl set _vals, and upon evaluation. Whether music as a whole
lc considered or a single facet such as music apprecietion, the
lack is apparent. Colwell (9) iourd in a study of elementary amd
high school students that pupils do not progress in achievement
from one year to the next, dut often remein at the same level of
musical learning for several years or even regress in lesrning and
acklievement. The paucity of learaing in relation to the amount
of time spent in mrizic suggests that music should utilize more
0f the clements of the disciplines, such as method, systemstic
evaluation, research inic teacklng materials ané learning exper-
lences, and graduated goals for each grade ievel. The present
project was aimed a% discurering an objective basiz upca which a
nethod for teaching one pzasz of music may be organized, that

phase belang appreciation. It was hoped that the study could

resuit in these advantsges: First, the study could rioduce a
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clearly definad description of what the expert ilstens for in
music, onhancing the introspeciive statements of aesthaticians
and the valuationz of the listening textbocks. gecond, the
degeriptior of vhat expeﬁts liaten for and actuslly hear in the
music could be utilized to validate the theory of cxpectation of
Meyer's. The study could indicate whether the theory of expec-
tation is 2 fruitful Basis upon which ts organize grade scheol
teaching units in listening, and corld determine whether another
approach hgged golely upon the findings of the study is more
- advantageous for lesrning. Third, the study could provide infor-
matisa indicating whethcr contemporsry music offers different
listening problems from earlier music, thus requiring different
teaching and learning experiences. Fourth, the study could
determine the specific skills and xnowledges needed t¢ listen
with understanding, and the reiative role of each. Fifth, tas
study could reveal how much achievement can take place in one
year in discrimination of classical music. Sixthk, the study could
provide evaluative in~truments in an area of music for which
there are at present few satlsfactory evaluative tools, if any.,
Objectives: The specific objectives of the study were:

l. To identify the elements in music which the experst

states tc be those decisive to his value Judgment of

the nusic, aud those upon which music appresiation
texts agree,

2, To ldentify those elements in music upon wkich the
8xpert in listening actually does make hig value

Judgments., To discover any varlance between the gtatad
eiements and the actual elements.

3. To determine if thege musical value elements conform
to Meyer's theory of expectation,

4, 7To discover whether these elemeuts are the same for

both experis and nonexperte, ircluding listenors with
specific musical iaterests and those without:.
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: 5. To discover whether those elemente are the game for
‘c all styles and periods ¢f music, and for nmusic of
e varying degrees of artistic merit.

& 6. To identify the skills end knowiedges used by experts
: in recognizing thec value elements ir music.

]éf 7. To determine whether these are the same skills sand
< knowledges as these implied by the theory of expecta-
o tion.

8. o discover whether these skills and knowledges are
consistent for listeners making cimilar value judg-
ments; to determine whether such skills and knowli-
edges are necessary la recognlzing musical elements. E

9. To determine the amount of these skills and knowledges
necessary to make valid value judgments. 7

10. To organize s basic methodology for teaching recogni-
tion of these musical elements, based on Meyer's theory
of expectation. y

1l. To organlze and teach a year's music listenling course
to fifth grade school children, the unit limited %o one
style of music, namely classiczl., The unit will lave
as 1ts objectives understanding of the classical style
and ability to discriminate between superior and R
inferlor music in this style. =

12, To select or create evaluative tools with which to
measure musical listecning in relatlion to musical skills
and musical knowledges.

13. To determine by means of the evaluative %$ools the K
feaslbility of the four different methods and emphases. ot
To determine whether it is possible to teack musical
understanding and discriminatior to grade school
children based vpon the findings of the preceding
parts of the study.

P B e ;
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Related Research: Research in musical listening is limited in
v quantlity and in 1%c direct relationship to the proposed study. 7o

The major’ty of experiments which have besa conducted pertair to

v

teaching methods rather than to the lisieniag expzrience itsgelf &
or the skills required for it. However, in this latter category

there have been some few studies which show the need for training *®

and indicate that appreciatior 1s a learned response. Using the o
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Oregon iusical Discrimination Tegts, Bugg (10) found that trained

subjects were both more accurate and more consistent in their
nusicsl Jjudgment then those without tralning. Subjected to a
brief period of training, both groups improved ir their ability
1 make correct discriminations. Gernet, (11) using a tegt of
his own meking, explored musical digerimination from grade school
through college, and concluded that training 1s one of the prineci-
pie determinants of the level of appreciation, that apprecisation
is a learned response. He also found that increases in inteliie
gence and musical aptitude produced statistically significant
differences in appreciation. The study by Rubin-Rebsoz (12)
produced similar results reiative to training, but showed o very
low ccrrelation between the intelligence and musical discriming-
tion., Two studies dealt with the relationship between musicai
teste and capacity or talent. Fay aend Middleton (13) found %hat
those with more talent as measured by the 3Jeashore Measuresg of
Musical Talent had significantly better taste, Since the more
talented are frequently also the.more highly trained, the fact
that this study did not account for training makes 1“s conclusious
subject t¢ question. However, the game conclusion was reached by
Kyme, (14) who obtained correlations from +56 to0 .83 Letween
scores on a Test of Fgthetlc Judgment and teacher ratings of
musical capaclty.

Two studles indicate a skill and a knowledge importaant far
listening. Bugg and Herpel (15) determined that tonal memory lLesg a
positive correlation with music sppraciation. The Eberle study (16)
found that technical analysis comtributed significantly to

achlevemer$ in music appreclation, ut may be questicned since

it measured achievement by a purely factual test.

s 8 R
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& meries of studlers by Hevne£ (17, 18, 19) into elements of
expragsion in cusic ars inforxative but of little walue to the
present ctudy, since they define expressivezness ar “rood,” and
explore the relativaship betweon tempo, mode, rbythw, pitch sad
relody and the »y0d of the music s percelived by the listener.
The present zi.dy will avoid referances to the prograsmatic or
mood aspects of music unleve these enter urmistakabiy into the
value judgsents of experts.

Recent studlies by Colwell (20, 21) with groups of seventh
grade pupils indicate that musical preferences safter six years
of music are strongly for popular &nd commerclal music, and that
training had 1ittle effect on preferences. Colwell (23) found
in a study on the abllity of grade school pupils to discriminate
betwzen musicael performances anc unmusical performances, that
chronelogical age was uct & major factor im sbllity to discrimi-
nate. Not until late hign school or coilege was maturation and/or
trainiag evident; however, it ves evident that certain types of
music such as classic and baroque were much easigr to correctly
discriminate than other gtyles presumably due to the cultural
milieu in which the students were raised.

There is no shortage of materiais ou music appreciatioen or
muelc listexing. Books and doctoral dissertations have Leen
written on almost every conceivable phase, including listsning
for the elementary school student, high schoel studeant, college
music major, in bumanitles courses and for the lay public.
However, few of these nsterlials address the real problem of
contributing Shrough education to the understanding and perception

of music as ap art form. Elismontary texts devote their space (o

T o M o,
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storiez about the compossrs and the music, Looks for older perasons
repsnt this error or become completely intellectusl with a simpli-
fied rmusic hlstory approach. Scme texts attempt to do both,
others appear to havs good intentions but end up so badly
organized that no systematic ordering is perceptible. Even in
the best books, it i3 only through implication that one can begiu
to ovtain any insight into what should be taught to obtain the
goals that all espouse. |

In order io save future researchers a great deal of time,
an annotated lisiing of over 200 music appreciation broks 1is
provided. These books vere scrutinised for statements rsgarding
the elenents of music necessary in learning. List A consists of
the texts found to have real merit in the information they offer
as to the skills and krowledges a student should have to listen
intelligently ani ostain the reaciions Meyers' theory implies.
List B ircludes those books found to be of negiigidle value 12

this area.




Abraham, Gerald
This Modern Music
Hoddeston, England, The Clock
House Press, 1933

Deals primarily with con~
temporary idiom stylistically;
good chapiers on diccord,
chords and harmony, modern melo-
dy and form.

Copland, Aaron
What to Listen for in Music
New York, McGraw-Hill Book Co.,
1937

Listening from composer's
standpeint, VUses works from all
periods. Elements of music--
raythm, melody, harmony, tone
color, musical texture and
structure. Formes of music=-
sectional, variation, fugal,
sonata, free opera, contempor-
ary music, film music, record
list and biblioﬁraphy. Listen-
ing on "musical" rather than on
"sensuous" or "expressive" plan.
Writtea for the man in the
street, Style similar to Eerne-
steln TV talks~~for the adult
reader,

Dunham, Richard
Music Appreclation in the Public’
Schools of the United States
1897-1930
Docuoral dissertation, Univer-
sity of Michigan, 1961

A general description of Gh-
Jectives and methodclogy of
music appreclation courses up
t0 1930. Although the newest
ldeas are over 35 years old, a
good background fer the scholar
interested in instiuction in
llstening.

Erickson, Robert

The Structure of Music, A

Ligtener's Guide

New York, Koonday Pross, 1955
Study based on melody with a

detailed discusslion of melodic

elsnents, Uses twe major tech-

nigques. counterpoint and

orchestratior, for dig-ussioxn.

Fish, Arnod and Gordon Hardy
Fuslc Litexrature: A Workbook for
Analysis
Hew York, Dodd-Mead, 1963
Collectlion of exanples with
suggestions for snalysis which
might be useful in preparing a
1ist of fundamentsals.

lMiller, Hugh M.
Introduction to Musie
New York, Barnes and Nobles, Ine.,
1958

Includes fundamentals briefiy
stated, with large listening lists.
Unimaginative,

Ratner, Laonard
Music, The listener's Art
New York, McGraw-H1ll Book Co.,
Inc, ’ 1957

Highly recommended. Detailed
discussion of musical elements and
thelr relationships, with musical
1l1lustrations and charts and
svmmaries. Historical section is
concerned with musical style,

Sessions, Roger
The Musical Experience of Composer,
Performer, Listener
Princeton, Princeton Unliversity
Press, 1950

Well worth reading but not uge-
ful in the classrcom situstisz,
Reader must bave musiczl background
to s discriminating.

Smith, Wesley E.
A Plwa for Organizing the Labora-
tory Listening Experiences of s
Symphonic Literature Course at
St. Lawrence University
Doctoral Dissertation, Teachers
College, Columbia, 1952

Devweloped a guide and resgurce
chart for independent listening to
16 symphonies. Organizstion on
timbre, themes and rhythm.

o O NRd
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List A (cont.)

Ulr&ch, Homer
Fusics A Design for Listening
New York, Harcourt Brace aad
Co., 1957

Part One: Flements and Forms,
Part Two: History and Literature.
Recognition of bazic principles
of motion-vrest; tension-relezse.
Good farmat. For college stu-
dents or for teachers. ieil
written.

Zuckerxandl, Victor

Sinse of Music

Princeton, Princeton University

Press, 1959 .
Influenced by Schenker on ele-

nents of music. Techniecal Lui

worth looking at,




Abbott, Lawrence
The Listener's Bool on Harmony
Philadelphlia, Theodore Presser
Co., 1941

Operates on principle of great-
er enjoyment by noanpracticlng
kuowledge of harmony. Deals in
generalities and unmeaningful
descriptive terminology (e.g..,
p. 43, the diminished trisd
creates an ominous effect.)

Adler, Lawrence

New Values in Music ippreclia-

tion

New York, Roerich Museum Press,

1935 '
Emphasizes listening in

terms of own experlences and

past. No fundamentals

Bagar, Kovsrit and Louls

Biancolll

The Concert Companion

New York, Wittlesey Hcuse, 1947
Description of composers and

Works.

Balley, Eunice
Digcovering Music with Young
Children
1958

Dissusses rhy*hmlic activities’
of young children, perhaps
usable up to 2nd grade.

baker, Eller F,
The wWondsrful Story of Music
New York, Thomas Y. Crowell Co.,
1636

Muslcal novel. Story bveiween
& vioman, & proficient musician and
her niece and nephew.

Baldwin, Liliian Luverne
Listeners Anthology of Music
Volumes I and Il
Morristown, Hew Jersey, Silver
Burdett Co., 1943

Deals with compo2er's lives
and standard “jorks. No funda-
mentals; historically says "Ix
the begircning was Bach." .

Barbour, Harrlot Buxton

How to Teach Children to Xnow

Music

New York, Sm%th and Darrell, 1944
Developuent of music apprecia-

tlon from early chiidihood. De-

emphasis on music, emphssis on

stories. Iaor choice of

literature.

Barbour, Harriet B. and Warremn S.
Freeman
A Story of Husic

Boston, C.C. Birchard amd Co., 1937

Palestrina to Strauss. Rela-
ticnshlp of music tc history,
geography znd social progress.
An art growing with civilization.

Barlow, Wayne
Foundations 0f Music
geg}York, Appleton Cecztury-Crofts,
9
Introduces many technical terms
and small details but never really
hits important essentials.

Barzun, Jacques
Music in American Life
Garaen City, New York, Doubleday
and Co., Inc., 1956

More about American 1life (i.e.
gociety) then music. No
fundas.sntals.

Berg, David Eric

The Art of Listening

geg7Ybrk. The Caxton Institute,
9

Ligts the normal elements,
rhythm, meter pattern, harmony
ad so on. Becomes nonmusical

as it procedes.

Bernsteln, Leonaxrd
Tae Joy of Music
Kew York, Simon and Schuster,
1959

A Collection of seven Bermstein
TV scripts preceded by several
pseudo-sophigticated imagluary
dialogues; illustrated with plc-
tures from Bernsiein's TV prodnc-
tlions, with many musical examples.

Interesting but not useful except as

slde reading.
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List B (cint.)

3ernstelin, Kartin
Introduction to Music, 2nd
Edition
Er ~lewsod Cliffs,
Prantice-Hall, {ac., 1951
Textbook. Some attenmpt to
describe fundamentals but pri-
marily a survey of music after
Jde S. 3ach.

New Jersey,

Bissell, Arthur Dart
The kole of Expectation in Nusic
Doctoral Dissertation, Yale
University, New Haven, 192]

No elements of music.

Bockman, Guy 4. soad ¥illiam J.
Starr
Scored for Listening: A Guide
to Music
New York, Harcourt, Brace and
Co., 1959

Primarily aan anthology of
defiritions of musical terms.
How to follow a line score,
rhythm and structure, presenta-
tion and development of musical
ldeas, forms and types, line
scores and brief analyses.

Boekelhelde, Viola Ethel

Some Techniques of Assessing
Certain Basic Music Listening
Skiils of Eight and Nine Year

Olds
Apn Arbor, Michigen University
Mierofilms, 1960

Attempt to find answer to
problem of guided listening by
focus on recipients of music
rather than on teacher. Center-
ed more on child psychology than
on the music.

Boyden, David D.
An Introduction o Fusic
New York, Aifred A,
1957

Section on fundamentals but
not particulsrly 11luninsting.

Knop{f, Inc{,

Brower, Herrietta
Story-Lives of ¥asier Musicians
New York, Frederick A. Stokes
Co., 1923

Incidents in 1ives of such com-
oC..ers as Palestrina, Handel, '
Haydn, Schubert, Chopin, Beethoven,
and liagner.

Brown, Abbie Farwell

The Boyhood of Edward MacDowell

Kew York, FA Stokes Co., 1924
Another nonmusical elementary

book of inaccuracies.

Bruxner, Mervyn
Letters to a Musical Boy
New York, Oxford Press,
1954

No fundamentals. Superficieal
treatment of composers, perfor-
mance, etc.

2nd ed.,

Buchanan, Fannie
How Man Hade Musie
Chigago, Foliett Publishing Co.,
193

Child's nistory of music. Also
includes bilography of Dan Emme3t
and Stradivarius, A number of
musical scores included.

Buchanan, Fannie R,
Kagic Music
Des Moines, %Wallace Publishing
Co., 1931

Colorful lilustrations, stories
of great compositions. :

Burch, fGladys and Eelmut Ripperger

The Junlor Musical Quiz

New York, G. Schirmer, Inc., 1940
Iwenty-five quizzes or musiec.

Burch, Gladys and John Wolcutt

A Ohild's Book of Famous Composgers

New Yorik, A.S. Barnes Co., 1939
Twenty biographical sketches.

Historical setting with style of

music from child's point of view.
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Liszt B (cont.}

Cahn, l‘Io I":o
Music Listener's Guide
San Praacisco, Formap
Publishing Co., 1954

Based on idcas from his
dissertation.

Cerner, Katbleen and Jerome
Pastene

The Child's Book of the
S*mphony -

New Yorl, Howell, Soskin and
Co., 1941 :

Ten symphonies explained,
apalyzed and presented in story
fore. Beethoven Fifth, Haydn
Surprise, Schubert Unfinished,
Mendelssohn Italian. TVirites
cut themes simply. List of
best recordings.

Clarkson, Edith Margaret

Let's Listen to Music

Toronto, Canada, G. V.

Thompson Limited, 1944
One-hundred lesson outlinos

on specific pieces.

Cline, Sarah Yancey
Let's Explore Music
Boston, New York, Ginn and
Co., 1940

(to accompany a music
serles.) Series of lessons for
grade school. Little to do with
music. :

Cohn, Arthur
The Colliector’s Twentieth
Century Music in the Western
Ssuisporre
®hiiadelphla, Livpincott, 1961
Series (Keystone books in music)
Discussion of recorded music
ol 27 contemporary composars.
Stylistic features subordinated
to generalizatiorn about specific
works.

Cooke, Jameg F.

Huslcel Playets for Youug Folks

Phlladelphia, Theodore Presazer

C0s, 2917 )
Scenes from lives ~f great

composers to be acted out..

©

ERIC

Aruitoxt provided by Eic:

Cooke_James F.
Standard History of Mugic
Philadelphie, Theodore Presser
Co., 1936

Musiec history organized ints
43 lessens. Seif-instruction,

Cooke, Jemes Francis
Young ¥olX's Picture History of
Music
Philsdelphia, Theodore Presser
Co., 1925

Can cut out and paste thesge
pictures.

Cocper, Grosvenor
Learning to Listen: A Handbook
for Music
Chicago, University of Chicago
Press, 1957

Stresses listening to 18tk and
19th century music under the head-
ings of rudiments, movement, har~
mony, form, color and style. -

Copland, Aaron

Cepland on Music

New York, W.W. Norton, 1963
Selection of diverse -38ays,

Interesting reading but no

fundamentals.

~ Copland, Aaron

Muslc and Inagination
Cambridge, Massachusetts, Harvard
University Press, 1952

Interesting reading bvt cone-
cerned with ideas of importance to
Copland rather than as a text boolk.

Copland, Asion

Our New Music

New Yerk, McGraw~Hill Rook Co., 1941
Ideas formulated from erticles

and lectures since 1977. Presents

case for 20th century music be=

Zinning wish the 19th century.

Cotton, Marian and Adeleide Bradburn
Music Throughout the Horld
Evanston, Sunmy Birchard, 1960
Deals with rusic by nationality;
%n invoived gpproaca for a whole
ook,

e
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List B {cont.)

Coz, M., C. Althea, ancd Allce
Chapin
Imagliaenry Blographical Letters
from Great Masters of Music
Phiiadelphisa, Thecdore Presser,
1911

Letters tc a young reader
describing events in the com~
poser's lives, ‘

Crawford, Althea aad Rebeksh

Picturad Lives ¢ Greas
Musiclans _
Bogton, C.C. Birchard and Co.,
1924

Bach, Beethoven, Baydn,.
Mozart; Schuveri and Wagner.
Many l1life incidents, lots of
pictures and sprinkled with
nusical themes.,

Curtis, Hatallie
The Indian's Book
New York, Harper and Brothers
Publishing Co., 1935

Indian music and Indisn folk-
lore (North American).

Dallin, Leon
Listener's Gulde to Musical
Understanding
Dubuque, Icwa, W.C. Brown,
1959

An ordinary college music
apprecliation texv. Easy
source of examples of varinus
form, rkhythms, etc.

Damrosch, Walter, G. H.
Garvlan and K. W. Gehrkens
Tescher's Manual on Musical
Appreclation

New York, Hinds, Haydn and
Eldridge, 1923 -

Story approach, no funda-
mentale. Also see noies of
Damrosch music appraeciation
broadcasts,

Darrell, R. D,

Good Lisiening

New York, Meator Books, 1955
Primarily a listering guide,

Sets up o detalled Yistening

criteria.

Dorian, Frederick
History ¢of Music in Performance
New York, W.W. Norton, 1943

On muesical iuterpretation,
Worth reading but no categoriza-
tion of muslical elements.

Downes, Edward

Adventures in Symphonic Music

Kew York, Rinehart and Co., 1944
Musical works grouped Zatec

progrems; e.g., Humor in Musiec,

Symbolism in Music.

Dosmes, Irene, editor
0iirn Downer on Mnaio
New York, Simon and Schuster,
1957

Collection of reviews 1907<1955,
Interesting reading but not useful
discussion of music itself. Tsrmi-
nology vague. Concentration on
performance.

Earhers, Will

Music to the Listening Eor

New Yorlk, M. Witmark and Sons, 1932
Textbook (harmony). Deals with

fundamentals but says nothing

worthwhile,

verle, Alma M.

" A Controlled Experiment to Detere

mive the Value of Techaical Analysis
in Music Appreciation
Master’'s Thesis, M.Ed,, Pennsylvania
State University, 2938

No fundameutals.

Erb, J. Lawrence
Music Appreciation “or the Student
Few York, G. Schirmer Inc., 1936
Handbook for music students.,
Traces art song, folk song, ora=
torio, cantata and opera. Mskes
study of piano, organ, symphony
orchestra, and tks groups.

Ewen, David
Complete Book of 20th Century
Music, 2nd edition
Englewood Cliffs, New Jersey,
Prentice-Hall, 1959

Primarily composer oriented:
critical analysis of style, bilog-
raphy, 1list of works, etc.
Reference.




2~

List B (cont.)

Fwen, David
Home Book of Musieal Knowledﬁe
New York, Prentice-ﬁa_lli 195
Primarily concerned with
facts~-~definiitions of terus,
forms, etc. and composger's
lives. A one-volume collec-
ticn fcr the amateur.

Ewen, David
Lighter Classies in Music
New York, Arco, 1961
Primarily blographies of
composers in alphabetical order.

Ewen, David

Musical Masterworks, 2nd ed. rev.

New York, Arco, 1954

Factual, story telling and
blographiecal. Background infor-
mation on music.

Favlkner, Anne Shaw

what We Hear in Musie

Camden, New Jersey, Victor

Talkicgz Machlne Ce,, 1928
Comprehensive guide. Blogra-

phlies, stories of opersz. Growth

of symphony orchestra. List of

records.,

Ferguson, Donsld N.

History of Musical Thought, 3rd

ed, :
New York, Appleton-Ceatury-
Crofts, 19572

Text for collegi use., Hige
torical approach and very teche
nical. No separatior of funda-
mentals from text proper.

ferguson, Donald N.
Kasterworks of the Orchestral
Repertoire: A Guide for
Listeners
Minneapolis, University of
Minnesota, 1954

Commentaryr :a specific plecss
criginally wrariten for perfor-
nances by the Minneapolis
Symphony Orchestra., Superfi-
cial analysis, no elements of
susic.

Finney, Theodore Miitcheil
Hearing Husiec: The Art o7
Active Listening
Naw York, Harcour’ B8race and
Co., 1941
Some elements, powwly vertelized
and little system of orzanizatiox.

Fishburn, Hummel

Fundementals of MNusie

Appreclaticor

New Yoerk, Longmsng Green, 1958
Cannot teach appreciation

(p. 3) Apprecistion synoncaous

wWith enjoyment; based ag melody,

herwony, rhytham, timbre, form.

Fisher, Wm. R.
The Construction ang Validation
of an I_strument to Yeasure
Music Appreciation
Doctoral Dissertation, scstor,
Boston University, 1549
Measurement of mugic apprecia~
tion-~interest lieg mainly in
statistics and testing, 1little
conceniraiion on perception of
music,

Fiske, Roger

Listening to Music: A Guide to

Enjoyment, 2nd ed.

London, G.G. Harrap, 1964
Primary cencern with externul

descriptions. Orchestral instru-

meats and program music teke up

large porticn of master.

Fleming, Wiillam snd Abrakan Velnus

Understanding Music

New Yerk, Henry Holt, 1958
Sketchy. ' Seemz to teke

Beethoven as norm for ail

examples,

Gernet, Sterling =,
Musical Diserimination at Verious
Ages and Grade Levelsg
College Place, Weshlagtes, The
College Precs, 1940

Concerned with mechanism of
testing ard peychology rather than
msleel faetora.

-
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List B (cont.)

Gust, Elizaveth

Yhat Every Junior Should Know

About Music

Boston, Boston Musie Ce., 1935
Short history; music forms

| Graf, Max

Composer and Critic

New York, W.W. Nerton, 1946
Written by music cxitic,

1890-1938 in Vienna, Historical

dlecussed and short iife sketches gurvey of musical criticigm

of composers.

Gillet, Frances M.
The sesthstic Approach to
Yusic Appreclation _
M¥. Thesis, Ann Artor, Univer-
sity of Michigen, 1951

Studies the effect of music
and how to get the effect across
but never looks at the music it~
self ¢o answer guestion of why
the particular effect occurs.

Goetschius, Percy
The Homophonic Forns of Musical
Composition
New York, G. Schirmer, Inc.,
1926

On fundamentals~phrase,
veriod, song form etec. For-
biddingly divided intcv a series
of outline~form paragraphs;
doubtful value,

Goetschius, Percy
The Largesr Forms of Musical
Composition
New York, G. Schirmer, Inc.,
1943

Examples and descriptions of
categorical forms, nothing on
fundamentals.

Gordoxn:, Dorothy
Treasure Bag of Game Songs
Njew York, £.P. Dutton and Co.,
1939

Volume of singing games.

Grabbe, FPxul

Story of Cne Hundred Symphonic

Favorites

Hew York, Grosset, 1960
Storybook apvroach,

(Journslier meirly in mind) with
no mention of fundamentals,

Gross, Madeline
Beethoven, The Master Musician
liew York, Doubleday, Doran and
Co., 1931

Another story book.

Gross, Madeline
Deep Flowing Brook
New York, Henry Holt and 0.,
1938

Finticnal story of earily life
aud family l1ife of Baoch.

Hagegin, 3. H,
The Listener's Musical Companion
New Brun:zwick, New Jersey, Rutgers
University Press, 1956

Laudable approach through use of
the music itself. Almost too 1itile
verbal material en furndamentals,

Hagegin, B. H,
Music for the Man Who Enjoys Hamlet
New York, Random House, 1944

Yor scphisticated adult, oz~
piex refersnce system for analysis,
nonmus’cal terminology.

Hahn, Marcus E,

A Proposed Tecanique for Investi-
gating the Relationship Between
Musicel Preferences and Parsonslity
Structure

Doctoral Dissertation, University
of Kensas, 1954

R Relates preference to persorality
ype. '

Hzllstrom, John
Relax and Listen: How %o Enjoy
Music Through Records
New York, Toronto, Rinehard and
Co., Inc., 1947

Centers arourd composers, im-
gtrurents, definitions, terainology.
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List B (cont.)

Hansen, Peter §.

Introduction to 20th Century

Xuslc

Boston. Allyn and Rmcon, 1961
Texthook survey. fTakes knowl-

edgse of music fundemsntals for

granted. Discussion of compo-

sers and specific works meke

extensive iigstening progran

msacatery.

BEarris, Cuthoert

The Student's Short Course in
Muzical Forms .
Bocton, Arthur P. Schmidt, 1945

Hartzhorn, Wm, G, end Helen 8.
Leavitt
Making Friends with Music
Bocton, Gina and Co., 1940

Based on specific piecee and
compoasrs. ¥o imsight into fun-
damentals. l.ogic behind organ-
ization is difficult to see.

Hicks, Beulah M,

The Key to Listeming

Dubuque, Iowa, W.C. Brown, 1954
Factual outline. o under-

standing of muelc itsel:.

House, Margueriite

9 Say Can You Eesar?

New York, Mills Masic, 1947
Story approach.

Bughes, Charies #.

*he Buman Side of Music
New York, Philosoghieal
Library Inc., 194!

A fasecinating book frem the
standpoint of "music as an
expression of certain aseeds of
scciety.” (xvil).. First hal?

a fine ~upplement for teachers.
No fundamsentais.

Hun%. Reginald
The Muslical Touchsione
A Course in Music Appreciation
London, Boosgoy and Hawkes, Ltd,,
1046-48

Primarily an sunalysis of
specific works. Uses the koy-
board. HNo fundamentals.

Jacobs, Robert Louls
Harmony for the Listeneyr
New York, Ozford University
Press, 1953

No discussion of furndamentals,
only a routire description aud
cevegorlizing.

Joknson, ¥m. W.
Intelligent Licstening to Music:
A Guide %o Appreciation and
Enjoyment
London, I. Pitman, 1948

No clear presentatisn of
fuadementals. Tends toward
falgse goneralizations and
sketchiness.

Joues, Archie N. und Floyd
Introducticn tc liusical Knowledge
Mirneepolis, P. A. Schmidt Zusic
Co., 1935

Covers theory, harmony- aistory,

muslcal ferm, instruments and -
blograpbies of best known
conposers.

Katz, Adele T. and Ruth K. Rowen
Hearing, Gateway to Musiec; A
Complete PFoundation for Music
Underatending

Evansion, Illimois, Summy-
Birchard Publishing Co., 1959

Presentation of 253 brief excerpts
with short comment on each. Method

unpalatable ard fundamertals
obscured.

Keston, Mcrton J.
An Experimental Bvaluation of the
Efficacy of Two Msthods of

Teaching Music Appreciation

Doctoral DMesertation, Universisy

of Minnesota, Minneapolie, 1949
Testing for nmusic preference
and re2ognition to decide betwsen
two schools of %hought, exposure
aué augmented exposure. (on-
ceérned morse with methods and

matverials

Baraaxd
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List B (cont.)

Kincelle, Hazel G.
Arsund vhe World in Story
New York, University Publishing
Ce., 1939

Stories of natloas, present-
ing ideals, customs, legends
and history. Folk songs and
familiar tunes.

Kincella, Hazel G.

Eistory Sings .

New York, Ualversity Publishing

Co., 1940 , :
History of American music.

Pilegrims to present day.

Hopkinson, Billings, Mason,

Root, Nevin, Foster, Parker,

Paine, and MacDowell.

Kinscella, Hazel G.
Music and Romance, 2nd ed.
Camden, New Jersey, RCA Mfg. Co.,
1941

Factual, some attempt at
historical presentation. Super-
ficlal treatment but loaded with
stories.

Kincella, Hazel G.

Tales of Olden Days

New York, Universiiy Publishing
Co., 1939

Lortie, Jeanne Merle

Music Appreciation for the

Elementary Schools

Cluncipnati, Willis Music Co.,

1962 ' .
Games and facts with no rela-

tion to music. "Muslic apprecia-

tion cannot be taught but it

can be developed" p. 47.

Lynch, Virginia and Edna Vance
Hamilton
Music and Musiclans
New York, Allyn and Bacon, 1939
distory of mueic for young.
Shcws start of music with simple
dance form and how compesers took
these and made sympohonlies, sonatas
and suites from them. Ircidents
in lives of Bach, Besethoven,
Mozart and Brahms mentioned.
Evolution of opera ard cratorio.

Machllis, Joseph
The Enjoyment of Music
New York, W.W. Norton and Co.,
1956
Discussion of specific composers
and works, Jittle on fundementals.,

Machlis, Joseph
Introduction to Contemporary Music

" New York, ¥W.W. Norton, 1961

Beginnings of music, areclent
minstrels, lead to story of
DeKoven's opera Robirhood. ILives
of Greeks, Itallians and Euopean
musicians. Songs, singing games,
ballads, art, songs, and arias.
0ld legends, historical tales,
etc.

LaPrade, Ernest
Magic of Music .
Cttenhelimer, 1950

Liepmann, Klaus
The Language of Music
New York, The Ronald Press
Co., 1953
4 lot of fundamentals. Pre-
senved to look complex.

Tries to cover a lot of material
and so skims the surface. Pri-
marily concerned witk categorization
by composer, elements become
sketchy because of attempt to
define modern technigques by com-
parison with classicist and
romantic in a few pages.

Macy, James O,
Young People's History of Music
Philadelghia, Theodore Presser
CO. ] 191 ’

Child's history of music.
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List B (cont.)

Mason, Danlel Gregory
The Appreciation of nusic Series
A Guide to Music for Begirmers
and Others
New York, The H.W. Gray Company,
1910

Discussion of fundamentals
but not useful as illustrations
used without drawing concrete
conclusions. Undesirable use
of nonmusical elements to get
across musical features (I
chord compared to an easy
chair),

McGehee, Thomasine (Cobb)

People and Music; A textbook in

music appreciation

Boston, Allyn sxdi Bacon, 1929
Text for junior high school

use. Nothlng but stories.

McGehee, Thomasine

People and Music

Boston, Allyn and Bacsn, 1931
Function of music in the

lives of people. Large section

on America z2s a music loving

land.

McKinney, Howard D, and W. R.
Anderson
The Cliallenge of Listening
New Brunswlck, New Jersey,
Rutgers University Press, 1943
Music as & sort of nerve
tickler. Language "The music
of men like Bach, Handel and
Telemann...possess(es) a
certain strangely baroque
quality."

McKinney, H. D. and W. R.
Anderson :
Discovering Music
New York, fLasrican Book, 3rd ed.,
1952

Little on fundamentals.

Standard approash through Les Pre- with two matched groups.

ludes, Till, L'Apres Midl etc.

McKinney, Howard D.
Music and Man
New York, American Book
Company. 1948

All music presented as back-
ground for American music.
Iilustrations date the book.

Miller, William H.
Introduction to Music Apprecia-
tion
Philadelphia, Chiiton, 1961

Very brief sktchy outline with
concentration on recommended
listening liste.

Moore, Douglas

From Madrigal to Modern Music

New York, W.W. Norton, 1942
Historical-factual approack.

No fundamentals.

Moore, Dougias Stuart

Listening to Music, Revised

Edition

New York, W.W. Norton and Co., 1937
Elements of music, emphasis on

instrumental music. Against

program music--attempts to intro-

duce musical concepts.

‘Moore, E. V. and G. McGeoch

Syllabus for the Introduction
to Music Literature
Ann Arbor, Michigen, J.W. Edwards,
1954

Serles of one-page charts each
on specific pleces glving infor-
mation on the work. Descriptive--
on themes znd use of instruments,
ete.

Murphy, Howard A.

Form in Music for ths Listener
Caigen, RCA Manufacturing Co.,
19

Nixon, Rogert A.
The Evaluation of Selected
Instructional Materials and Pro-
cedures which Facilitate the
Understending of, and Voluntary
Listening to Music
Doctoral Dissertation, University
of California

Traced melodies of popular songs

Dosen't
get at the problem.

Norman, Gertrude
First Book of Music
dew York, Watts, 1954

Story telling approach. No
fundamentals. )
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List B (cont.)

Oberndorfer, Anne Shaw
(Faulkuer)
¥Yhat We Hear in Music, 12th ed.
Camden, New Hampshire, RCA Mfg.
Co., 1943 ,
Organized around vocal music
and nationalism; content is
mostly historical and factual.

Paget, Violet {Vernon Lee)
Music and Its Lovers
London, Allen and Unwin., Ltd.,
1932

Pepinsky, Minerva
Sixth Grade Children's Attitudes
Toward Musle of Glueck, Hayén,
Mozart, and Toward Other Music
Ann Arbor, Michigan, University
of Microfilms, 1959
Like-dislike on a small
sample.

Phililips, Helen E,
A Study of Some Problems of
Music Apprecliation Courses in
the Liberal Arte College
Master's Thesis, Jagtman School
of Music. Rochester, University
of Rochester, 1944

Concerned with sdministrative
history of the courses rather
than their content. No funda~-
mentals.

Potter, Edna
This Way and That
New York, Oxford University
Press, 1939
Book of singing games.

Pratt, Carroll C.
The Meaning of Music
New York, McGraw Hill Book Co.,
Inc., 1931

Concerned with psychological
approachk to music.

Pratt, Carroll C.
Music as the Language of
Emotion
Washington D.C. Library of
Congress, Louls Charles Elson
Memorial Fund, 1950

Nothing on fundameatals.
Seems to support use of vocab-
ulary of normusical terms.

Purdy, Clairs Lee
He Heard Americs Sing
New York, Jullan Messner ine,,
1940
Story of Stephen Poster.

Purdy, Claire Lee
Song of the North
New York, Jullan Messner Inc.,
194 -
Edward Grieg.

Rafferty, Sadie

Music Appreciaticn: An Active
Force in Chiid Development

New York, Silver Burdett Co., 1939

Richardson, Henry Handel
The Young Cosima
New York, W.W. Norton and Co.,
1939

Life of Liszt through writings
of Cosima. Gete some Wagner
and Van Bulow in there,

Ripley, Frederick and Elizabeth
Schneider
Art-Music Reader
New York, Atkinson, Mentzer and
Co., 1916

Attempts to correlate art,

. music and literature,

Roberts, Mary Newlin
Young Masters of Music
New York, Thomas Y. Crowell Co.,
1931

Composers as human beings with
real emotions, full of determinao~
tion that led to inevitable
accomplishments. Lots of
"important" incidents.

Rubln, Louis J.

The Effects of Musical Experience

on Musical Discriminatione -nd

Musical Preferences

Doctoral Dissertation, University

of California, Berkeley, 1952
Relatlon of amount of experience

with ability to discriminate.

Russell, M. E. and H., Harris

Guide for Exploring Music

Dubuque, Iowa, W.C. Brown, 1955
Series of questions and answers

with sketchy fundamentals.
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List B (cont.)

Salzer, Felix

Structural Hearing

New York, Charles Zomi, 1952
Based on Schenker's theory of

overall structural unity by

reference %o the tonic chord.

Extremely technical and

assumes the reader has funda-

mentals at his command.

Sargeant, Wiathrop
Listening to Music
New York, Dodd Mead and Ca.,
1958

An anthology of daily and
weekly concert reviews. Basgic
peint is that all grezt music is
written in the framework of a
tradition. ILittle discussicn of
the music--more concerned with
plots, production commentaries
and generalities.

Schmitz, Mary N.
LAittle Life Stories of the
Great Masters .
Philadelphia, Theodore Presser
Co., 1925

Composers from Bach to
MacDowell. Set of questions
and answers from the life
stories of the great masters,
interesting events.

Schoen, Max
The Effects of Music
New York, Harcourt Brace and
Co., Inc., 1927

Sclentific stuéy using re-
search methods and tools;
colleeted essays on types of
listeners, sources of musical
enjoyment, mooé effects, effects
of repetition and familiarity.
Deals primarily with influence
of music rather than with music
itself,

Schoen, Max
The Understanding of Music
New York, Harper sad Brotherg,
1945
Aesthetics with referonce to

works of others. No fundamentals

Scholes, Percy A.
Complete Buok of the Great
Muslcians
%gzdcn, Oxford University Press,
9
Blographical story %el .
Heavily English slanted. Ling

Scholes, Percy Alfred
Listener's Guide to Music
New York, Cari Flscher, 1933
Vague on fundamentals,
specific on oute stories.

Scholes, Percy A,

Listener's julde to Mosic xith a
Concert-goe»’s Glosaary

fgggon, Oxfora University Press,

Scholes, Percy 4.
The Listensr’s History of Music
4th ed,
New York, Oxford University

For the untrained music love:-,
Vague and composer cerntered.

Scholes, Percy A,
Miniature History of Music for
the General Reader snd the

. Student, 4th ad,

?ongon, Oxford Uriversity Press,
95

Misunderstanding of the ele-
ments of music.

Schroeder, Ira
Listener's Handbsok, A Guide to
Music Appreciation
Ames, Iowa, Iowa State Urliversity
Press, 1262

Elenmentary.

Schwimmer, Franciska
Great Muslicians as Ghiidren
New York, Doubleday, Doran and
Co., 1930

Blographies of composers such
as Maclowell, Mozart, sud Damrosch,
Incidents in compoger‘s lives that
children can undergiand,

[
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List B {cont.)

Scobay, Katherine snd Clive B.

Eoxna

Stories of Great Musiclians

cigoinnati, American Bock Co.,

1933 '
Riographies of Bach, Eeethnoven,

Skolsky, Syd.

Music Box Book

New York, E.P. Dutton, 1946
Storytelling with no mention

of the music itself.

Hendel, Haydn, Hozart;Mendelssohn, Smith, Edgaxr H.

Chopin, Waguer, Schumann, and
Schubert. Incidents ia their
1livss 1o sa a%tractive merner
with pictures.

Skaw, Bernard
How %o Become a Muslcal Critic
Edited by Den H. Laurence, New
York, Hill and Wang, 1961

A witty collection of Shaw's
nusic reviews written from 1876-
1950 for the London Star and
World. Worth reading for
teachers.

Shaw, George Bernard
Shaw on Huslc
Rew York, Anchor, edited by
Bentley, 1955

A collection of Shaw's plecizs
written as music oritic in
London. Mescinating readling
but not useful for teaching.

Siegmeigter, Elile
Invitation o Music
¥ew York, Hasrvey, Irvingtoa-on-
Hudsocnr, 1961

A few fundamentals, a lot on
instruments and cconpesers with
technical meter.al in ths back.

Sinon, Richard George
Teaching Music Appreciatlion Re=-
flectively Through Probien
Solv1n§ at the Coilege Level
Magier' s  theeis, Arn Arbor,
University of Michigan, 1951

¥o fundamentals.

Skelsky, Syd.
Evenings wlth Muslec
¥ew York, E.P. Dutton and Co.,
194«

Moatly anelysls of standard
symphonis works. Emphesis on
instruments and themes.

An Experiment to Determine the
Value of Notated Thematic
Zxcerpts Relative to the Recog=
nition of Aural Musical Themes
Doctoral Dissertation, New York
University, 1952

Soraatin, Erich

The Problesn of Musical Expression

ggggville, Marshall and Bruce Co.,
Deals with psychological and

aesthetlic musical values. A long

1list of specific pleces used in a

doctoral dissertation as test cases

in the problem of music expression.

Scule, Robvert C.
A College Course inm Muslc
Appreciation Through Participation
Doctorai Dissertation, Teachers
College, Columbia University,
New York, 1950

A study of student contritution

- in class %0 music appreciation.

Concerned with performance and
student reaction.

Spaeth, Sigmund Gottfried
The Ari of Enjoying Music
New York, MeGraw Hill Book Co.,
1938

Deals with types of muslc.
Extreme categorization without
ever striking anything essentially
musical.

Spaeth, Sigmund
Common Sense of Muslc
New York, Boni amnd Liveright,
1924

Musical elemenis badly presented
in an eifort to be entertalalng
(see p. 132).
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List B (cont.)

Spaeth, Sigmund
Guide to Great Orchestral Music
New York, Modern Library, 1943
Primarily a blographical
dictionary. Nothing before
Bach and mainly 19ta ceniury.
Includes many composers no%
congidered "great” today.

Spaeth, Sigmund
Maxims to Music .
New York, Rober:i McBride angd
Co., 1639 )

Traditional proverbs, mottos
and maximz of the world set %o
music.

Spencer, Herbert
Literary Style and Music
Jew Yerkx, Philosophical Library,
Inc., 1951

The two maln essays are on
Philosophy of Style (Literaturs)
and the Origin and Function of
Music. Deals with aesthetics.

Stokowskl, Leopold
Music for 411 of Us
New Yorx, Simon and Schuster,
1935 '

Organized by scales, polyphony,
fugue, opera, form, etc. Rambles
fundamentals buried in narrative.

Storr, HNuriel
Huslc for Children; First Steps
in Appreciation
Boston, E.C. Schlrmer Music Co.,
1939

Use of physical movement in
musical training. (Jaicroze
system)

Stringham, Edwin John
Listening to Music Creatively
Englewcod Cliffs, New Jersey,
Prentlce-Hall Inc., 1946

College level, gzood uss of
palntings. Potentially gocd
chapters on music and the deance,
music and the ceremony, 2nd music
and religion,

Tapper, Thomas

First Year Husic History ‘ﬁg
New York, Arthur P. Schmidt -
Co., 1926 s

Taylor, Deeums

Of Men and Music ;.

Sew York, Simon and Schuster, 1937 wns
Concerned with composers. o

Taylor Deems 2N
Music to My Ears e
Jew York, Simon and Schuster, 1949 e

Series of radic talke on a .
varlety of topics. Interesting s
reading. o

Tayior, Deems

Well-Yempered Licierer :

Yew York, Simom aad Schuster, 1940 L
A collection of essays based o

on a serlies of radio talks, with N

artlcles and reviews written by K

Taylor as a critic. Geperal .

categories of music from the

composer's point of view, per-

formance ard listening. One

must dig for the gems.

Thompson, Virgll

The Art of Judging Muslc

New York, Alfred A. Knopf, 1948 NN
Collection of Herald Tribune o

(NY) articles by ¥r. Thompson A
written between September 1944 and e
Aug st 1947 on varied topics. -
Includes many concern reriews. 1
Deals with criticizm on a rudimentary v
besis, sets up no workeble method. a

Thompsorn, Oscar S

How to Undsrstand Music and o

Enjoy It

New York, Premler Books, 1958
Primarily stories of composers

ani2 operas. No fundamentals,

T% chlzar, Hans =

The Percepilve Music Listener e
Englewcod Cliffs, New Jersey, 1
Prentice-Hall Inc., 1955 5

Part I--Place of muslc in o
society. =

Part II--Historical organiza-
tional system interfeves with .
learning. PForblddiug for the R

beginner. ot
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List B (cont.)

Tobin, Joeeph Raymond
Mugic and the Orchestra
135%

Deals with orchestra and
some history. :

Tczh, Ernst.
The Shaping Forces in Masic
RNew York, Criterion Music
Corporation, 1945

‘Packed with musicsl zxamples
but fundamentals have to be
dug out. . .

Ulrich, Homey
The Education of a Concert Goer
New Tork.  Dodd, Kead aud Co.,
1949

Informal style of introduc-
tlon to music~-narrative.
Interestling reading; funde-
mentals mixed in with anecdotes.

Vandevere, IL.llian
Great Men Who Yade Music
New York, Schoeder and Gunther,
Inc., 1936

A notebook with cut-out’
pictures of composers.

Viggiang, ®.4. _
Muslic Listsuning Evaluation Form .
Dubugue, ¥.C. Brown, 1958

Form ccaisians period and
progsramatic idea, balance, unity,
contrest, melodic, monodic,
poiyphonic etec. 4n interssting
idea but heavy emphases on per-
sonal reacition, instrumentation
and moof adjectives. ZEmphasis
on performance ruies out
usability.

Walker, Alan :

Study in Musical Analysis

New York, Pree Press, 1963 :
Deals with the principles of

unity in music influenced by

views of 3chemker, Riti,

Schoenherg and Hans Kelier.

Fagcinating reading.

Watson, Kerl Brantiey

An Experimental Study of

Musical Meaninge

octoral Dissertation, Duke

University, Durham, 1939
Heasurement of responssc to

music by  testing.

Wedge, Gecrge Anson

The Gist of Music; A Ready Key

%o Musical Understanding end

En joyment

New York, G. Schirmer, Ins., 1936
Keyboard exercises and descrip-

tlon of examples which do not bear

related concepts.

Weleh, Rouy D.
The Appreciation of Music
New York, Harper aand Bro*uers,
1945

Concerned primarily with forms.
Fundamwentals treated sketchily.

Weet, Alvaretta

Srgnrosts to Music

New York, Carl Fischer Inc., 1935
Melody, Rhythm, Harmoay, Fore,

Orchestra and Composers. Appro-

priate songs and records to

illustrate work covered.

Whesier, Benson and Claire Lee
Purdy
My Brother was Mozart
New York, Heary Holt and Co.,
1937

Hritten as if by his sister,
Glves meanings ard explanations
of unfanliliar musical words and
phrasds at end of book.

Wheeler, Opal and Sybil Deuscher
Curtain Calle for Joseph Haydn
and Sebastian Bach
New York, E.P. Dutton, 1939

Two musical plays to be
acted out.

Wheeler, Opal and Sybil Deuwscher
Edwerd Maclcowell and Eis Cabin
in the Pines -
New York, E.P. Dutton and Co.,
Inc., 19490

Flctloual 11£¢ of MacDowell
for children,

i —— ——— . — .
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List B (con%.

Wheeler, Opal ard Sybil Dzuscher
Franz Schubert and #is Merry
¥riends '
New York, E.P. Dutton and Co.,
1939 :

Each chapter ig concerned with
a period in Schubert's life.

Wheeler, Opal anqd Sybil Deuschszr
Joseph Hayda: The Merry Littie
Peasant :
New York, E.P. Dutton and Co.,
1936 .

Child's story of Haydn.

wWheeler, Ogal and Sybil Deuschey
Hozart: The Wonder Boy '
New York, E.P. Dutton and Co.,
1934 .

Child'a story with some key~-
bvard exampies.

Wheeler, Opal and Sybil Deuscher
Sebastian Bach: The Boy from
Thuringia
New York, E.P. Dutton and Co.,
1937

Emphasis on large number and
range of compositions. Hag
samples of his music. Child's

Sory.

Willlams, Wyndham G.
Looklng ané Listeaing: An
Introduction to Musiecal
Appreclation
1960

Takes a notational approach
to music., No discussion of
fundamentals,

Witcomb, Ida Prentice
Young People's History of Music
kew York, Dodd, Mean and Co.,
1917

Traces nusic from early Chinese
to present day. Not techmiecal or
exhaustive. Has song and dance
forms and lives of great composers. '

Woods, Zlizabeth (Robinson)
Music and Meaning
Cambricie, Harvard University
Press, .\932

Aesthetics., No fundamentals
or discussica of actual music.

©
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Chapter II

"In an earlier period a common belief ¥as that researchers could
and would find definitive answers %o questions about what and how to
teach and correspondingly, how to organize and administer the schools,"
No longer, however, do researchers expect to obtain direct answers to
queations; the functicns of research are to agsess programs, rroce=
dures and materials, to builc up a body of information, and to
provida the cutlcok, the stimulation and the guidance for educational
innovation.t

This project, although related to the public school curriculum,
did znot heve as its objectives the development of a curriculum in
elementary music; it did not attempt to determine what an aesthetic
experience is in music; neither did it attempt to discover what con-
stitutes a desirable musical experience in listening. A survey of the
literature on musical listening reveals a growing concern with %ne
aesthetic experience of the listener, and the belief that this is
not faclliteted by "extra musical references" and activities. Me-
agreement exists, however, as to whe & %ruly musical and hence truly
aesihetic experience is possible., The project did nct attempt to
answer this cuestion. The project focused on two problems, as
follows: (1) what would be the skills and knowledges a student would
need tc participate in the musical experience as described by Leonard 3.
Meyer's thezry of expectatlion, and (2) can these experiscces be
successfully tanght to fifth grade children?

4s with any theory, there are those who disagree with Meyer's

premise, who would state as Baldwin does that the listener needs oniy
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enough knowledge of the Ways a compoaer uses his materials %o enrich

his appreciation of the art and dignify the artist, Such & statenant

reflects the belief that the principal goal of the listener ie
pleasure--a viewpoint wldely held earlier in the century, but on the
wane until the cult of contemporary music asroge wWith i1ts need for
sufficient exposure to creata tolerance (and presumably pleasure) in

the new zounds, Taterestingly enough, the advocates of contemporary
music give hardly more than 2 nod to the need for understanding modern

music in the manner that Meyer and others advocate for all art music

of whatever period.

in an intensive scrutiny of the ¥ritings on musical 1listening,
the following texts were found to offer adequate areas of agreement

with Meyer and also some real insights of their own iato the prodblen
of listening:

Abraham, This Modern Music

Cocper, Learning to Listen

Ratner, Music - The Listener's Art

Ulrich, Music: A Design for Listening

Erickson, The Structure of Music

Miller, Introduction to Music: A Guide to Good Listening
Sessions, Tha Musical Experience of Composer, Performer, Listener
Copland, Wha% to Listen for in Music
Zuckerkardl, The Sense of Music

Hardy and Pish, Music Literature

Liepmann, The Language of Music

Smith, 4 Plan for Organizing the Laboratory Listening Experiences
5 of a Symphonic Literature Course

625 Brandt, The Way of Music

All the above authors agree that perceptive listening necessiiates s
é@ clear avareness of what is going on mngically as ene listens., XNone
' imply that a thoroughly intellectual experience is an adequate one,
but rathér that a traly musical‘experience is some mix of knowledge
and affect. further, these authors agree that there are laevels of

listening which correspend to ihe level of the hearer's intormation op
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understending, each level providing its own kind of én joyment. The
nore mucslcal details noticed and uvnderstosd, the more material avalile-

able for enjoyment.
Extensive documentation of the above could be made, but two
statements, the first by Abraham, the British author, will suffice:

How do you learn to speak and understand e foreign tongnuz?
By two means, each uselsss without the other. You must learp
1ts grammar te know why the native speaks as he does. Lnd
you must have any amouat of practice listening to the spoken
language, %o get your ear accugtomed to its inflections and
80 on. You cannot learn a language merely by going among
the people and listening to them-~-though that is whet most
people seem to try to do With....musle. Nor can one learn
to understand a language by poring over grammars snd vocabu=-
laries alone. You need some sort of guide to the compssers'
Vocabulary and syntax along with a great deal of keen listen-
ing practice. But if you are genuinely keen you must realize
that ultimatsly the one thing that matters ig the “"getting
used to" process. No one can help you in that although you
need guldance as to what to get used to. No one could learn
a foreigr language solely thrcugh the ear, one must see the
Words and sentences and learn to read and write them., 7The
parallel holds good with regard to music. The mere listener,
no matter hovw much og how keenly he listens, necessarily
remains an outsider. ,

Ulrich, an American writer, supports this view:

A4 musical experience ig first of all an adventure in emo=-

tion, but it is alzo an intellectual adventure, Some

stand in the wey of complete enjoyrent believing that knowledge
interferss with pleasure and that 1t is not good to know any-
thing of a technical nature. A parason who lis%ens only from
the censory point of view can make contact only with the

tonal uaterial itself; this old fashioned attitude is not to

be taken seriously. 1I% is in the detalls of the composition
that the elements are expressed. Each listsner must dige

cover independen%ly the significant detalls and net cail up
fanciful imeges,

Teaching, then, ig not simply exposure. The student can obtaln
hilgh quality exposure through concerts, records, FM radio stations,
and so forth. Or if 1% ig argued that exposure 1s the task of the
schools, Muzak plus a printed program 1s adairably equipped to do

this. Effsctive teaching which will speslerase learning requires a

7 o
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certain awount of verbalization. One cannot think without some
verballzation, and though %he meaning of music caennot be verbalized,
and discovery for oneself iga critical, guidanes %o an understanding
of musical meanings 1s esseatial in teaching, That Whiﬁh is actually
taught must be taught to gome exient through words and formelized
activities,

Thls project did not concern itself with the basic issues of
éxposure and verbalization. It made no efforts to auswer the quection
of how listening should be taught in the elemsntary schools., Agaln,
the problem it sougbt to answer was to identify the skills and know-
ledges needed for a musgiesl experisnce, and to determine whether these
skills and knowledges could be taught to elementary achool children.,
Many facets of the study were carried on slmultansously. The
remainder of the repert is therefore divided, topisally rather than
chrenclegically, into (1) Determination of the Eiements, (2) Selection

2f Ezperiences, (3) Trial Stage and Interpretasion and Evaluation.

Jetormisation of the Kemernte

Zhe initial phaese of the study vwas an effert to determine the
slements actually heard in music by expert listeners or thoge with
exiensive musical tralning, Tmmedlately the problem azosze of defining
"expert." The judgment was mede thet the heads of départmerts of
music in ths four major midwestern universities used for this phase
of the projlect would be best able to ldentify thoss of their faculiy
and graduate students whe were accomplished listeners. The task
proved more difficult than antlcipated; little attention has been
given as to what a good list.ner 18 or how %o identify him. Hesds

of departments asked their siLaff and students for help in £inding
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qualified “"experts,” but accurate identification remained a problem,
The musjcologlist has established himself as the authority on iistening;
he is ugually more experienced in listening, has a wider range of
familiar compositions in his “"repertoire," and is therefore in a
better poéition to respond to the type of questions poeXd by this
phase of the prvject. As a group, the musicologists were not found

to hear .and/or verbalize concerning music auy better than music
theorists, instrumental performers, or music educators. Porty=-tiaree
experts were identified and completed a test on what they heard in
music. The group included personnel from musicology, theory and compo~
sition, performance, music education, and onv music librarian.

The test consisted of a "bla®k score" for six widely contrasting
musical compositions, on which the experts were agked to write brief
notes at the specific spots where they heard significant happenings
in the music. Selections were chosen which would be relatively un=-
familiar, the assumption being that an expert listener might make
comments from memcry cn familiar works, rather than reccrding what
he actually heard at a single hearing or a few repetitions. Selecticns
were chosen as representative of %he major art pericds from Renaissance
turough Contemporary, in order %o discover whether experts terd. to
hear different eluments as important in different styies of nmusic.
Those elements to which the knowledgeable listener gives nis attention
in a Baroque work may be unimportant or even lacking in a pliece of
Classical music. The "blank score" test was devised &s & methad by
which responses could he pinpcinted in the course of the music rather
than walting until a composition was over. The use of a conplete line

score, although a useful device for teaching ligtening, was avoided

because tralned musiclans are able to hear tsiter with their eyss than
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with thelr ears; $t was felt that g score which included even the
complete melody or ocune instrumental part would give too many clues,

The following musical compositlons were selected %0 be used in
the esperts’ blank score. These were selected in consultstion with
Colleagues in the school of music at the luvestigator's own cempus.

Jogquin - Missa Brevis - "Kyrie"

Handel - Trip Scnata ,

Haydn - Symphony # 55 - 4th movement

Schumann - Symphony # 2 - 4th movement

L llus - Eventyr - "lst part"

Honegger ~ Chent de joie ~ "1gt part"
Each individual who participated in the test wag briefed by the
investigator. The following written instructions were also provided,

Explanation of the Project

The research project for which Jour help is being eanlisted ig
entitled The, Theory of Expectation Applied to Musical Listening,
and 1s primagpily concerned with attempting to teach fourth grade
gaildren how to listen %o music of the Clagsioal pericd. The
R®0ject will use Leonard B, Meyer's theory of expectation ag a

basis and is supported by the U.S. 0ffice o2 Education.

Some preliminary work is necessary t¢ identify asg ¢logely as
possible those elements in music Which the expert listensr hears
which meke the music meaningful for him and which can be taught so
the Meyer theory can be applied in the public schools. Identifi-
cation of every chord, every instrumental timbre, every melodic motif,
etc. is o9f course possible with repeated hearings and a keen ear,
but this is not the present cbject. We hope you will be able %o
speclfy thorce points, or passegeés, or elements ix the music which
have the g :atest significanca or vhlch help in forming an evalua-
tion of the music. T may include the high points of the phrase
or of the larger sec places where the unexpected occurs rhy-
thaleally, harmonical.,, dynamically, melodically, texturally, etec.,
places ¥hich illustrate the characteristics of the particular compoger,
and so0 an. Most often, these will be the elements which separate
the great composer from the "hack" composer.

In order to make such ldentification ag specific as ?ossible,
you are given a "blank" score for each composition. The "blank"
score nas thé bare minimum of notes (urually snatches of the first
violin part) to help you keep your place without counting measures.,
As much biank space ag possible is left for you to mark the measure
or measures in which important things occur. XNo standardized system
of marking is suggested; each listener is to devize his own set of
symbols to indicate ¢climax, harmonie interest, important timbre
change, arresting rhythm, significaxnt oridge passage, stc., ete.,
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t¢. Qr you may prefer to wriis a single word or short sentence vhere
feasibla. We assume that there will bz zany measures and passages
where yocu will wish to say nothing; there may also be measures where
geveral important things happen or whers geveral things combine to
make the spot an lmportant one. We hope you will be complete but
will 1limit your remarks and notations on the form to those things
which seem to you to be of resl signiricance in that composiiion.
Our plan willl be to analyze your answers to ldentify the siritls and
knowledgez necessary and use this as a teaching approach rather tnan
the conventlonal public school approach. Qccaslionally you may fesld
the necessity to explain that knowledge other than purely wusical

is necassary te¢ fully understand and appreciate the composer's
objectives,

. Because the mechanics of kesping the place in the "score"
will present some difficulty, you may find the best approach 1is to
listen to each composition first without any reference to the
blank score form, noting the things youhear as slgnificant so that
on xspeated listenings withk the blank score form you will be pre-

pared to note on the form at least some of the important spots aad
what makes them important. :

No identificatlion of the ccapositions is necegsary. We hope
they are noh overly familiar, although it is difficult to gelect
representative works which are completely unfamiliar. Each compo=-
34tion is drawn from a different period. On the tapes they appear
in this order: Renaissance (blank score B), Baroque (C),
Classical (4), Romantic (D), Contemporary (E) and Impressionistic
(F). All are instrumental except the renalssance work; gll are
complete except the lmpressionist number (there sre 5 measures
more on .the blank score than on the tape) but it seems to be

sufficlently lengthy to give opportunity for ldentifying the
important elements.

) Andnymity 13 not nececsary, but neither is personal identi-
ficatlon=-as you wish.
No stipulation was made as t0 the nuuber of times the expert was to
listen to the music in order %o ldentify critical elements. The
music was provided on tape to provide private, flexible listening.
Being expert, repeated hearings could result in his locating and
describing all of the elements in the music; such a totality of inf¢r-
mation would be of no use to the present study-~the selectivity which
resulir from one or a few hearings was much more useful for locating
the erucial elements in order to teach them. Items such as tension

and releasc¢ points, introduction of new themes, new keys, use of
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unexpected harmonles or a change of texture--those things which the
traired ear selected on a few hearings would be the elements considered
important by that listenzr; at least for initisl hearings. As
Ulrich4 has pointed out, listening is a'‘ways a process of gselectisn;
even the accomplished llstener selects what he wants %o listen for
in any one hearing. Thus if ore knows a plece of music to be a theme
snd variations, he listens carefully for the variation treatments and
80 hears muslical elements that would otherwise be lost.

For the purposes of the study, identification of the critical
elements in music was necessary for two reasons. First, in order
to derive from them the knowledges and skills which must be taught
to children before they can begin to hear music intelligently regard-
less of anproach. Second, in order %o confirm that these gskllls and
knowledges were commonly agreed upon and were the szame as those implied
in Meyer's Emotion and Meaning in Musiec.

As might be expected, a few of the experts approached declined
to take the blank score test. For example. one mus;coiogist étated‘
his belief that 'every note of a composition is of equal importance
with all the others, and that no discussion of specific elements in
the music is possibley' This granted, listening like teachingremains a
selective process. Caref;l explanations were mdde to all the parti-
cipants, that the purposes of the test were to ldentify elements lead-
ing to recognition of the necessary skllls and knowledges, and that
the test did not imply. a teaching method. Some who took the tes?
found 1t difficult: "the blank score was hard to follow; %the music went
by .too fast to make writuen comments possible;’"the listener has to
count measures rather than writel” However, on every composition there

was a sizeable group of listeners who were able to write outstanding

.\:))‘~
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angwers cn a single hearing, listeners who posséssed perceptive ears
and fine memories (as weli as fagt rencils), Obviously the task was
not too difficuit for the recal “expert.” This veeting technique seens
to have real potential; it can no doubt be improved to provide more
information, and more reliably, than that obtained in this study.
One such improvement might be to provide measure numbers on the taped
music withou* interfering with the music; this would allow for easier
following of the abbreviated line score. Some gsystem of "shorthand"
to identify various musical slements would algo improve the test.
As used in this study, the listeners either wrote out in nesr-=gantence
form the ideas they wished to express, or simply pade a hurried sign
such as a check, exclamation polnt, and so on, to indicate gsomething
of importance at that spot. Presumably careful listening by the
investigator would reveal what it was at this particular epot the
expert felt significant. The check mark further allowed an indication
for those items difficult or impossible for the listensr to verbalize,
Three sample answers from the experts' "blank score" test are
lacluded to illustrate the typlcal resporse. These are based upon one

hearing of the music{ Two are scores for the Classical composition,

one for the Baroque work,

Resuits from the blank score tests were predletable and relatively

consistent. Presumably, gxperts also listen for those things which
they have in the past been taught to listen for; thereforu, answers
tended tv show agreement thopgh expressed irn differing terms or
phrases. FHowever, the test was definitely superior in the informa-
tion it disclosed to the other process used for determining how
experts llsten, namely, asking them for thelr statements of what the

important elements are in nearing music. Responses to this latter

{b‘




3

.

,,,,,

,I!A,

widin T Waﬂc 741-44,*-(/:«4/-4,(,
bre—n Sy, —] ———% =7 T 13N ]
V4 by 2 S i\ | v 14 21 B P R A J 4 LS } & 1
(’ 3 - YA '1 d v) 1 1 '. P q’ ) o Q pA A 4 I | ol
~—F ey SR S-SR ST P 21 hd P N SCES ShAS I
P - . e - 4 P [ e o
- fff""c Z 7]
AL /’3‘} , FHIP LN -
i,
¢ ety A
- A T e — -
= = Lo L5 -
4 ‘ / '/
‘ .
Luﬂul:md
_\g . 4 4‘_\ * [a,,\ .
s ] A IR A AL 4 -
s ¥ 1 3.4 pt o B
;b: Oy 14 he 0 N St ¥ 4O Y I yJ
(3[ T e i
[ X
C’/Q’A W’ s
’[ﬁu« TR Aeon P
, V- y i
T - e

_&___,_f*, bt —
f“’ L T A AT
T
: - s
[ . gy >

VA
AN
L% a
', r
]’__‘ F o
B 4 p2
v FAN 11-7
VAV A A

e

A A e
N ﬂ l; 4 j 5
- / - ﬁ ()
0 i m ~ /" 6m ]
2 0 e L]
> Y. i1 yAR.L & A
hd A Lloitle o Z 191 o
<: IV, i ya sam. M = Lai-anc

£ ce

} (

’ m .
b | Loy Rar:
X A.- AI" - - - M S 24 ]
i GLVVI%’YALAJ.\,L _}_"‘ g%%ﬁ/e V& é:lL :
L

GSCHIRNR
ROYAL B2AND
We. 3010 Slives

PNTED a w & A

N LI e L e N —

B e et USRI SOOIV

%ﬁh@é

i

PO SIS




42

L 2

g

¢

f

o
chm\, el e L /w«cw

"y
A 1AW IS{“IJ - . - ottt "
1222 L phiagebu
4 WA L™ 4 g7l (;%&B b
’ -h}— LY

) iz
) 4
gL 1 -
v {—_’_7
oy s P, v |

.
o 1

oy

N

s

7 P 1o -
i é {};ux ‘71{' 171 li[:l:_oy_ —
I:é* % }. l
4 s’
) . I A
=== e
S '.) . Y o A T
e i W | ,
R anled
h i UMV 5{
O
4 )
. Ay ?
f.:.. — ?’"r X —— Y
\7 [ ] . 7. s
. . ) .
/00",400/&)’9 L~ -

5 O o

- v } =) . —\?f' ) y

(42 g C

<) I mnofeeCdpe s ——en]
o $
ﬂ’!@ Nt J%:mé, ”’i

- ek .
= I
1




43

&egT=>= ' [;t; af{‘ : h — —_—
o  f/ z X . |
3& %&W“’?{"% + f Mﬁﬁ?ﬂ%ﬁ_{f&w T |
= e Zem I 1 — ‘};{ '

" s J .
; ] 2 ;
ha FER )

o = .
Ao, 2 —_—m —
3 "v\

=

,Mwovan:zt 1 N /
chiida b 2 ©

i ¢

) .

S e — ”

J’gl } SN " 1 - .

S 4 A

T A— -~ SN I Sl A — \'
g L] \ . :

\
1
X
|
X
D
%
y

)
)
]

>
’ ¢
nd=}-
1] 0—
l:“x
ore
~\
% ‘L’:
i
N
Y

A y Gt I . — 1 $rragpe sl
3 0 0 Ri
:,3‘, T et d‘c 4 = ¥ Du- J_%_ %' iy
. ~}
. . M\ J( /]
s 7"7 ! 77 7217
- - 2y - ’ 4 Al A B
¢ w0 vy | B
-« . "
SRR -
A0VYAL BRANBD v .
- 306100 Bivwes Y, -

e
>




44

s e e AP —t
C <A AT
‘11 ,b" )
»
DL T by /o
y 7 3/ g, -

,ﬁm’f“’ WL %) S ¢ ol

[ 2 | @4

W
N . u ..
kﬂ __1' Ihl y— ’: - !,er

MIHA '
o o] At “

ra hnd T r
- b

1
- AT

fou W«'f’(%&:ﬁof‘ -/4»»704«4“ i FlrecZine, ladons
kT, )2;"“]“("’&"7""““{’ Pt fs3eiZign ol Mtl«?n—pu«,?’ 744444 v_,,}/“ff IA‘,«

(.«- /éi'"Cﬁ’fMu M%“W AL AT (e, ez 7 -
W waﬁw/ Crdityef oo e Tinsfreilins i T 7
' ../iic.ct‘b%l-/M't lead IZI-QQM -——%ﬂw m%“z?&z ly-‘ " Qem e
W%—M o W
p3 -ﬂ’f"‘w’“’/m REC i pufarnissren e(h&
M 75‘“/"‘* /MM @— Ecsleat &“W/Z:‘%W /g;

&W ‘2{ /M m%" '71,;'{—5—&— M”c% 'W{mn

“' | omandans Bl T, 7%/‘%4‘3 Clotofm i Aesia




45 A

( \,Ed!'*d
g % > —

g 5
e o) e e e e e S e S e o e '
e )y S . f . & 'i’ - . v - 4 . “ - ) )

P w7 )~ - -L.-} ,\' P el ¥ helil_ S} . -
N T
Sy | .ﬂ. L (L«‘&(j@ . q, . r
Lot of pm  agpor Al tbich. tie dipeclopiini Cpirk: ]
ey | “4 % J ’_V\‘
] :
Y, =z

)
L a

E
b
L' ' §
IF"‘
\,
q

1
f Vs e ~ & .

e R PR s - Wb 2

x‘i o = I - ] — \ \,‘ — ;:

L hetl i i =

= j% S = o =

T ’
. “ ,Fﬂ«d.. /.o—‘frv:
- 1
} Sl V|

i
&
i
ft
Tk




46 .

' .;3:
4’/.—'.9. 4’.&& ‘:,,J,l;‘ Loy ! | P
0 . /j*,t, "‘*\4/\_# fl}:,g «.\{"(:u\g Q@}'Ywé-{t(_ _Lj, 'M%/‘/'ff)’uMAIA\— - < B
Lﬁ { X J T Y T Zp =N /_\~ P .
3 ¥ - Y 38 o ) 7 " v _
(%v—h T 4 _{i -'iro = '*ﬁ% ‘ ] Q‘v';;
F ~e A
T -t { h¥ =< X —W‘iﬂ " ‘R
| | N w;}/) .. -
¥ ‘ 1 ‘.' .
| ’& . N
i .
{ ' f: """ 1
) ” ! /LW "y
£ NS A 11’4" PN
i — 0 / }
N .7‘
i b Ly ks P/ %
. e i A D L e P R g N7 "_j.r‘ DY 5 4
) G P — - £ 1 - > e
- K\ +) — }.— *\* N ,.;s-l
-’ L == 70 N 5 i + ——a 5
7 R S ST g
. - 1 l' g b ‘{ 4 "\* 34
H—MA:'\,J‘ .Q'M_ 4% bl*"\./{: /‘%{L{'_ .j:l:: J A il ’ | 4
§ { 7‘ d 1 (RN
1 -~ .1‘
. = Pk
G ) P RS 5
/,3 { . - : (—':
o i~ , :
(;»\L, i_,,,_‘ 1 /L 4 JI‘ ]; r‘v 1 { | GO __‘~lf ) ey —— \f‘f &
S R ! S WA W 1 % +~ . VS SR A S W 7}
- v i { = v s oL o~ | N &
N g ‘ H T an. - e d - :
- (£ ! ( s |
M K neprn Gty J/ g 58 “')Pﬂ"t‘ [I"f““""J "’A“"‘\-auﬂ : ,Q'C?"'\ﬁ oFooe | - .
! ;
L
V. e — l

_ W c.w.vb\\\ fﬁ;:‘
_1; — /7""“%"“ g /L"“’Qﬁ’ ﬁ""tx /‘L-.d_ﬂ L/-A./,../(,HJ‘Q--;. - \

A4

T -

o
L]

)

N

WY N

S
I j‘ .
ol
1

Fi

14 g~ P
L { AR W . )
/ i Tt b x
= Muw’x%'! t y/{,amk/&w 0% e G prr L L 4 N L) o
- ) : ¢ PR L. s L o4 5 — ;] —

N }4 [X/r\é ! k"‘ ¢ "/;4 um (r“&\'n:i\-’bm w/zA?" —‘\ .\ N

- Tl ] ¥ - —r -+ ’w\“
\ ot u 11 ) y/

. ® A {‘l ~
Ao —F N Lo Virdr?d
& ) ,_;i*%nde,,/c,g;éa;,ﬁf“" — e Acaige /
1 ! i M $ it
. <}
( “G ASY U } 1: -, 1{ 3 " 3 ‘LTr‘L -
p - J £ P SRS, 1 LE
- A Y " A e o : 1
. 13 - g ‘ ~l
l »
| ' .
- — - S — ” ]
. —— - . y 4 + ~ & ¢
: J ! s 3 -
L] k 1 3
. .




47 '
. andl, Mc~wou% 2o plerm P2t bl )

3
WA )

[ 7 s

-




)
e

quulk“‘“““\a

e

) L

e ag e e

i

|
{/;\r}

e
J“—_i— —-—
—l
!
1

{
Y

Yol
J

P
¥

. i
-/MLJ—}‘../«'/ &

A

-

.

3
1
}
byt

!

o
a1

—td

i
'fJJ~_
e

J
Pyl
"

NAY
LI

/

-

B

B e

AT

———

;

e d
\MNWM

a— e~

s /{.:vz/”/

}
fis

Lo i AL

et

i
7

7
.

TS

(-]
~—x

‘e

4 e

AL

Vi,
—

by

-4

N e

IR
l..lm w

LN 4

L)

I
N

St i et

.,

Ivivfl‘l'
m -
iy ™ s
.WL atll;. " rvAvj
NN
i3
L
jr

2
£
T2 Pl )

<

4
124 o t
2.2

3

Lo _,

M%é,

!

¢

L Ao,

i

ol s

e

/
Aurt Qe

Bt

—oy

- e

Q

.

PAFullToxt Provided by ERIC

s
vy

X

e



¢
A 49
- 06
d=4¢ a‘i a
7 e EW"_,:‘Z -
4 4 —M' B \J o
3P e : 27
) v ve : o5 '3 & f

<
&
5
k-2
o]
> §—
'l
3
Y

L
S

1 —
& — —P——e
— — ] Pt ]
(nw, PR -~ i -
W g X | §

A ] -Q g

. N
=]

—

i
*
! )
i ‘- ® \ ]
-y + ]
Ib.&ﬂ- o

i
“. Jﬁ?p t?
’0‘ K A “

'
X /
A 7
——— - e TN T A Sy f %
1\'\ e e L
/27
€]
. 7
i
\\
\
':\ ‘.‘ {
(- % ’ .
0t -
§
D
. \
- ROGYRL BRAND
- Mo, $3= 18 Staves
;éij ’ : smuttomu o &




30

' A S

- e .-

LSRR

— s
f

.
-

A}
bt ™

3
.4

Y Y

FaY

I

|

Ll
L3 B 54

e e ——

§o~y

by

v

<

03 7

v g

St e e vy

LR I R e

e

~—




> B - A
y4 '
o ) . '
Y - 5
1
. ! }
4 & é
;
)
;
Ry
»
) '
4 2
e v
{ 1 s
Lol ) ¥ ,
k >,
]
L] :‘,:..x
3
= ;
(s
-
' a t"
r_“:..._ i
rd
o
:
——— ‘.
s X L i
Q# '
b4} LY
p 1 1
h Ay
1Y 7 kY
T v oy
P ”
)

1 : adagio -~

b—

W
D
2l
2

- .
2
Al
T .
. ;., toy
. /
. L
p ROYAL ERAKD a
L& e, L2 =t Sleoves r
£ mattrme o C :




- 52-

question were often vague, limited, conventional, or not based upon
experience. The same musician wko gave a generalized and conventional
ans¥er to the question of what was importan* to lister for in music,
often wrote revealing, pointed and insightful comments in response

to the music heard for the blank score test. One of the primary
blocks in the path to genuinely revealing results from either of

these two forms of questioning, was the avoidance of past training and

ingrained beliefs. The experts could nct get out of their present
intellectual environments to take a fresh look (or hearing) at the
music cad react to it divorced from their acquired reactions. Experis,
and lesser experts, listen for the items they have been taught are
irzdswant; theilr statements reflect the general statements found in
ithe better textbooks, where agreement was universally present on the
important musical elements. Experts 11d not agree on procedures of
teaching; but a large majority indicated that listening to music is a
complex .business, sophisticated in nature, and that early training

1n the schools was of great importance if the individual were to

listen perceptively as an adult.

For the sake of comparison, some of the listeners were provided

with genulne scores to follow es vhiéy listened to the selections.

Those with scores heard far more in the wmusic than those without;

presumably, in some places 3here a souad actually dld not come through

on the tape, the indlvidual viewing the score "heard" it. Assisting

; : the listening process visually was highly recommended by the experts,
for it enables one to "hear"” more. Neither the mind nor the ear has

: to be as acute when the scoreis present.
N The factor anslysis portion of the design suggested in the pro-

. posal was not carried out. Members of the review committee st the time

: 5y T AR TR T TN D TIL ST s s e g s g e e i P S i o BT RIS <™ 3 eoteiem e vermmss s A e
EMC e R L T T L e R T e W ™
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of the acceptance of the proposal had serious doubts as to whether
anything would be learned from this statistical measure. This view
was corroberated by statisticlans at the University of Illirois, based
on the test data availlable. Factor analysis may offer valuable
information when several listening tests of high quallity are availe-

| able,! but at present fthils is not the slivation. A second disceuraging
1nf1£2nce was the poor inter=-corrslation of factor analysis studies
on mu%}c aptltude as reported hy Paul Farnsworth5 in kls discussion
of the studles of Wing, Drake, McLeish, Vernon, Franklln, Xarlia and
Bower. Third, the number of items was so great as to make it prohibl-
tlve, using caly experts.

The followlng 1liste offer a fairly inclusive picture of the speci-
fic musical elements heard by experts in the six compositions, in most
cages on inltial contact with the music or upon limited bearings.

These elementis were consldered vital in understanding ihe music; in
almost every case they either specify or imply the use of skills and/or
knowledges. Of importance for this study is not any exact ordering,
but that the listener should be able tc hear and recognize these
elements in the ongolng course of a plece of music. A kind of sube
corsclous recognition of such elements may be sufficiernt for certain
levels of musical experiencing, but is not 2t a3l adequate for teaching
musical listening in the public schools. Conscious awsreness does not
detract from the listening experience, and will aid the experlence

even more as 1t becomes s habitual act, a mode of listening, rather
than a consciously imposed process.

In the 1ist below, ke actual language is retained in order to
aveld any misrepresentation. Items are not listed unless vhey
occurred more than once. The reader ma& note & different emphasis

depending upcn the style of the music heard,’but with a large core

of common terms and emphases.
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- Renalssunce:

imitatior entrances

V-1 cadence

Ionlan cadence

tempo faster

deceptive progression

authentic. cadence with plagal ex-
tenglion.

sub meter, non support of 4/4 by
harmonic change ,

chain of 4/3 suspensions

cadence gn V

root movement in 3ds

prominent bass line

root movement in Sths

ascending repeated melodic line

sequences

plagal cadence with tener orme-
mentation.

equallty of voice writing

complete triedic harmony

sopranos enter imitatively

coda~like

overlapping phrases

polyphonic ‘

embellished amen

flowing contrapuntal style

tempos .

largo was pleasant because un~
expected .

rhythm unexpected

homophonic a nice change

rather. unconvincing crescerdo

enirance off beat

responses

codetta

suspensions

preparation for cadence

homophonic to contrapuntal texture

pagtern of entrances

VI® cherd

vagne rhythms

473

modal . .
subjeciive _interpretation of
dynamics

resolutlon in soprano

fast moving parts in all voices

melismatic figuration

variety in.movament

some cadences resolve to full hare
mony others to octave and unison

motet

Independence of voices

suspension resolutiocn

fughetto

semi-cadence

chordal

volces enter at regular intervals

homophonic opening

antiphonal effect

concertante

swell and fade dynamics

teupo according to text

swinging and feeling

extended cadence

deceptive cadence

neasured rhythm

increasing layers of texture

absence of metrical accents

masking of cadence by quick
entrance

ornamental cadence

long phrases :

smoothness of texture

imitation and free counterpoint

long pedal points

ma jor thirds

no 3d in cadence

similar themes in all three
sections

men vs women voice contrast

falling motiv .

inverted pedal point

music lags in energy

literal word painting

frequent tempo changes

syncopated '

entrances expected because of the
meleody not because of the bass

movemnent in lower parts

fauxbourdon .

phryglan cadence

parailel thirds

imitation at Sth

imitation of alto

melodic contour of an arch

unusual chordal progressicn

harmonic change with counier-
melody in soprano and bass

3ds in soprano and alto

canonlic treatment -

formal structure

orunamental resolution

ornamental figure imitsted

homophonic movement to an vetave

4 part at cadences

development of parases {line)
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Situation 3. Music specialisty with %wo slasgroo:s, in an
average pchool located in sn industriasl suburd draving from =iddls
class families, The school system placas spsclal smphasis on musioc,

Situntion 4. Music apeelalist with four classrooms, in en
average schocl in the suburbs drewing from middle ciams fawililes,

Situation 5. Music specialist with five classrooss, in an sbove
average pchool in the syburbs drawing from the Jurior executive cless.

Thls arrangement provided four test situations rathex thun
the planned two. One class from Situstion 5 was combinsed with
Situation 1 to make a 4 x 4 arrangement, Situations 2 and 3 ware
combined. to allow for the 4 x 4 design. Situation 4 was lefi
intact. . The original deslgn was satigfied in that situastions 4 and
> each provided a 4 x 4 design with the same tveacher. The addi-
tional schools strengthened the basic dasign in allowing certain
teachers with special skills to particlpate in the study, and
allaowing one situation close-by which th investigator could
observe frequently. AL} the teachers foilowed the same ssquence of
experiences, with ths exception of teacher 4, who followed tha

original completsly random deslgn., The deslgn vas:

Time Pericd 1 Period 2 Period 3 Pericd 4
Group A X, (L) Zy(2) X5 (K} X, (F)
Group B X,(8) X5 () Xu(B) X, (1)
Group G X5(K) X, (F) X, (L) 1,(8)
Group D . X4€F) . Xi(L) Ka(ﬁ) X3(K>
School 4
Group A Xl(A) X,5(L) X3(K) XA{F)
Group B (L) . X, (¥) Xy (4) X§(K)
Group C X, (P) X5 (K) Z,(L) X, (4)
Group D X5 (K) X, (4) X, (%) X, (%)
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finality of cadences

interval of fifth very prominsert
doesn't move vo a strong point
stays 1ln same key

new style-more vertical

composer lllustrating words

templ and points of emphasis dependent

on words.

Baroque:

bass gets dull

pulsating monotony ori continuo

modulatory section

pedal .tone

harpsichord

violin entrance

trill cadence

chord progressions

partial cadence

fugue

rhythmic feeling

polyphonic

change in tone colors

repetitive melodic aspect-bass line

predominance of a rhythmic motive

florid '

entrance of new voices

guestion-answer, oboe, strings

cadence in relative minor

sequence up and down by steps

answer at 5th above

new theme

developmental section

relative minor key

interrelationship of voices

patterns introduced by each instru-
ment

implied polyphory in single line

change in _character

expressive use of ornaments

use of seconds

answering of instruments

extended cadence or cadenza

modulation

parallel thirds

entrance on IV

interesting bassoon melody

rising

proceding thru suspensicns

ABA form

imltation in strings

inversion of first theme

driving mechanism

brilliant sonorities

answering volces

unison

Thythmic interest

harmoni: movement

countermelody

begin walting for end

countermeicdy on top

running bssgs line

violin lead, bass iine interest

sequential _

change of instrumentation

resolutlion of diminished chord

duet

pedal point

working out

timbre

trills

repetition of rhythmic figure

rhythmic drive

melodic independence

absence of subtle dynamic shadings

instrumental group of unlike
qualities

triplets

eplsode, mostly sequentisl

modulating downward and a fugal
prelude

hassoon notes

6 bar phrase

codetta

episodes

counter exposition

new figure

continyous holding

episode moving downward

T ‘q‘s L 0 WY ‘:“:g‘%*'«’*‘ “'MM:: '*4‘. F2ON R "'ﬁ ii‘;'" s>
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Classical:

rondo

eariy Vlennese classical style

Theme ABA

contrast of dynam!cs

slmple accompaniment

concerto style

rhythmic accompaniment

8 bar period structure

4 bar phrases

rigidity of tempoc

movement to passing cadence

rhythuic variations

chord pattern

parallel phrases

change from 1lst time

Eb major

C minor

violins answer

reinforcement of rhythms

important contrasts

first appearance of winds

rhythm as theme

more color

various instruments

transitional material

wlnds contrast with strings

inversion

high point in melody

repetition is prominent

variation

parallel .phrase

motivic development

statement in minor

fuller orchestra

symmetry, both formal and dynamic

driving rhythms

contrast between unison and chordal
accompaniment

reprise

new key

off beat rhythm

development

syncopation

clever and quick ending, horn in
5ths

rondo with some variation of the-
matlc materlal instead of literal
repeat

oboe .

loud, fast, exciting

ingtablility of key

after beat in accompaniment

e I S s T s W e o e B et i =

inversion

mouulatory passage leading to
restatement of theme

alternating bass and upper voices

crescendo

deviation of main moctive

harmony

texture thickens

alteration with lower strings

rhythmic edge

cello answer

cadence

statement in bass

minor feeling

contrast in texture

strings answer

answer motifs

sequence

return of theme

Interesting part

antiphony in parts

2d theme

change of color

change of line

running accompaniment

broadening of theme

t;emolo

V! chord

sudden color

absence of rhythmic drive

return varled

travels even further afield

progression in quarters

mood change

development of melodic idea

register change

angular melody

nice' counterpoint

intense

exchange imitation

codetta

surprising key treatment

varied melodic material on
return

contrast strings and woodwinds

deviatlion material from basic
idea

more development

ff-intense

very busy

woodwinde bring variety and
underline movement

) 743‘&
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Romantic:

large orchestra

4 negsure phrases

extension

imitation

variation

testure .

se2quence.

melody 1n bass

ocboe and . clarinet

second theme

modulgtion

deceptive progression

V9 chord to modulate

pedal point on V

accent on up beat

suggested modulations returning
to C

tonic pedal

plagal cadence

change to sustalned chords

rise in melody in off parts

cello~bags conrast

bass pedal

caromaticism

extended finale

contrast-steady rhythm

contrast-classical progressions

2d theme cello

sameé rhythm, new development

mixiure of elements

persistence of rhythmic motive

accompanlaent variation on rhythm

opening figure

sequence-melodic

accents give effect of syncopation

change of mood

homqphonic structure

return of beginning run

almost choraie type

dynamic expressiveness

IV-1 cadence

extension

sharp rhythm pattern

flowing, no precisge chythm

half notse vs rapidly moving strings

return to lst rhythm

transition

change of timbre

new .half note figure

non=active harmony

drop of octave

end of exposition

modulation featuring theme

typical orchestration

triple figures

obbligato type sound

flute

1st theme

celll melody

strings 2d theme

scale passage

development

motif from introduction

ra3peat of theme '

brass

coda

chord sequence

rhythm

syncopaiion

5 climaxzes

accents

sequentlal instrumentation of
rhythm ]

rubato

imitation between high and low

false bridge

nore development

answer .

countermelody

off beat accent

imitation of theme

puild up

recapitulation

2 note slurs, low and high
voices _

minor

descending sequence

modulation to minor thru neopoli-
tan chord

¢ minor

eb major

logg pedal point; dominant up to

theme over and over up a step

new thematic materials

theme 2 stretto and imitative

modulatory

superimposed meter, compound duple

contrast dynamically

contrast in mood

lessening of tension

contrast between beginning and
intervening melodies

greater, more abrupt volume
changs .

sweeping melodic line

empaasis on tonic chord

. wide intervels
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greater. pltch range
new rhythm statement
development statement
new key

repeat initial 1@9&

Impressionisms

repeated instrument

harp .

thoughtful

aglitated

peaceful

entire section sets anticipatory
fee.ing

English Horn predominates

lush, string sound

changing colors, contrasts

oboe~harp

change of feeling

rest

change .

decrease in emotion

increase in feeling

climax

change of mood

return of melody

somber

sectlonalized music

key change-new theme

rhythmic conflict of flute against
theme in violins

non-functional harmony

1llustrative orchestration

contrary motion

chord thickens

anticipatory

igolated chords

entrance. expected

dreadful pilece of music-not sure
representative

Confemporarx:

themes

angular

atmosphere

imitation

addition of instruments

changes in orchestral color

80lo with accompaniment

rhythmic motive

English horn and flute dialogue
in canon)

herp added

feeling of tonality

returning themes

flowing

pizzicato

woodwinds

all celll in melody

various instruments

buliding to meter change

glisgsando

instrupentation and mood oute
standing

extension

interesting theme at the 5th

bass down a fourth

bridge

d minor tonslity

‘repeat of beginning, end Changed

major tonality

answering back and forth on theme

sounds modal

horns and trumpets, major and
minnyr

up a # step, again higher, up
again :

down # step

sequence

2d % of measures

volcing

contrast of instruments, lush,
sweeping

lyric, texture, color ete. in main

some rhythm comments

instrumentation ontstanding

full texture

theme trangposed

alternation of brasses

theme motives

polytonal chords in 4th and Sth

static harmony

impressionistic

addition of parts imitation

texturs

Juxtaposition of 2 themes anad
polytenality

augmentztion of rhythmis notives
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filigree over melody

vague Debussy style

extreuwcs of pllch

contrast

polytonality

rhythm figure

evtremes

colors

string drive

answering cholirs

pastoral, ethereal

growth in intensity

theme  repeated

idea repeated at other level
Leasion from discords
arghols

harmonlces

counter melodics-harp interest
theme with different accompaniment
sequential

bass prepares new theme
transition

ansverl:ag between cholrs
1lternation of tonal regions
same theme throughout

r1

¢
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" mlnor 3d descending 1s predomi-

nant motion

dissonance for color and percus-
slve effects:

one important pitch.

tension thru forward push

contrasting violins

contrast-stationery and forward

parallel open chords '

varying degrees of dissonance

rhythr extremes

extreme range

stark harmonic sound

trumpet vibrato

cancnic treatment

> prrt feeling emphasizaa by
texture ‘

good illustration of key feelin;
in recent idiom

harmony and regulation of
dissonance level

theme motivic

strings and trumpet in canon

rhythmic motif ties this
together

odndnag 1s oovious in these answers, The respoudents POSSTssen

a sense of piltch which enabled them to:

. Discriminate up from down.
. Discriminate skips from scale movement,

-
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10.
11.

12.

Discriminate chromatic passages.

kemember a melody, recognize it in whole and in part.
Distinguish the theme or themes from other materiul,
Recognize phrases and motifs.

Distinguish alterations of the theme, such as inversion,
embellishment, contraction or expansion.

Recognize the "question and answer" type of melody,
Hear countermelodles.

itecognize and understand development passages.
Recognize instrumental timbre in normal tessitura and
cxtremes of range.

inderstand chord structure.

The respondents possessed an aural knowledge of harmony which

o,bled

v
o

them to:

nEoer e e toenl eenter, and the absence thereof.
«cco'nlze modulations,

Afecosnlze unusuel intervallie combinations: parallel fifths,
tritones, parallei first inversion chords, etc.

iecognize cadeaces, common and uncommon,
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5. Recognize suspensions and resoluvions.

6. Recognize modality, majer and minor.

The respondent possessed a knowledge of instruments which en-
abled them to:

1. Determine lnstrumertal color.

2. Recognlze slze and kind of performing enssemble.

3. Recognlze thick and thin texturs, -

. The respondents possessed a knowledge of musical style which

- enabled them to:

. l. Determlne contrapuntal, homophonic, canonic, imitative,

— sequential, and antiphonal treatment; recognize melismatic
and ornamented styles,

2. Recognize the "normal" styles for any specific period and

for major composers.

3. Dlstingulsh between simple and complex music.

4. Distingulsh between instrumental and vocal style.

The respondents possessed a knowledge of meter and rhyﬁhm which
enabled them to:

l. Distingulsh regular meter and recognize the downbeat.

2. Distinguish duple from triple meter.

3. Recognlze and retain characteristic rhythms or rhythmic

% motivs.
* 4, Recognigze irregular meter and nomnmetrical movement.
X 5. Recognize deviations such as syncopation or hemiola.

6. Have a well-developed rhythmic memory.

One phase of the soliciting of expert opinion took the form of
letters to major critics and writers concerning music. The letters
asked them to state in thelr own words their agreement or disagreement
with the ldeas of Meyer, and to suggest the means by which they felt
musical listening could best be taught in the public schools. Replies

were recelved from the following individuels:

George Jelilinek L. Ellinwcoad

: William Lichtenwanger Igor Kipnils
T Alfred V. Prankensteln William Weichlien
o Robert C. Marsh Ellzabeth Henderson
. Irving Kolodin Robert Commanday
A Lukas Foss Edward Waters
G Winthrop Sargeant Ben Parker
o Edward T. Cone Edward Lowinsky




Nathan Broder Irene Miller

Charles Gross Theodore Seder
Martin Bernheimer . Howard Taubman
Re. D, Darrell Barbara Penyak

Hesther Sare
sach oL ine replies is given below, some of the more 11lumina-

ting answers quoted almost in toto, and the less profitable ones

abbreviated.

"Children react most strongly to music of the later nine-
teenth century . . . . The first stage is emulation . . . .
There 1is too much listening to nmusic slmply ss backiround, .
« « The second stage is that of music associated with non-
music activitizs; the third stage 1is that of becoming aware
musically, diseriminating in gelf defense: the fourth stage
is participation in music; the fifth stage is personal
cholce in formation of taste . . . . Most children's 1is-
tening guides do more harm than good . . . . The plano does
not force young players to ligten to themselves-~playing an
instrument certainly plays a part in the process of learn-
ing to listen, where 8lnglng slmost always leads to more
emphasis on the words than en the music. The child will
select music for reasons he knows not ., ., . . The final
listening stage 1s where the listener listens as a student
of the 'insides' of the music. Not everyone gets to thig
stage and 1t has bad effects as well asg good ones. These
are, 1In turn, all different to the ‘pure listening done
only for enjoyment of the music,

"I have no theories, hobbies, ideas or obsession about
teaching on the elementary level."

"A high school senior should be able to take a page of

score, hum or sing the themes, and tell you with reason-
able accuracy who wrote it and when. Thls is a real musical
achlevement he will never secure listening to records and
reading the vapid stuff that usually passes ag program notes.
Appreclation of music is active, not passive, (Hindemith);

it is putting a skill to work, not wallowing in sounds and
pPleasing the teacher with fancy verbalizations. The achool
must begin by allowing the child s chance to make music

and listen to music that is related to the music he can pro=-
duce himself. fThe task for the school is to build on the
initlial interests of the child, but seek to expand them, and
continue building on those expanding interests with a dual
emphasis on listening and rlaying, passive and active sngage~-
ment with the music itself, The child must, as quickly as
possible, see himself ag g music-maker as well as a music
consumer., If he cannot pPlay a conventional instrument, give
him an unconventional oneé, let him thump rhythmically on a
dust bin, but get hig body involved as well as his mind.
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"The jolly stories are bad for several reasons. Children can
be given blographical material, of course, but no effort should
be made .o portray the personality and the motlvation of the
composers until these matters can be conveyed and understood

in adult terms., Secondly, the stories all too frequently
become an end 1in themselves, the teaching ald becomes the
subject matter., If-the music is well chosen, it can appeal

to the child's sense of imagination and discovery and hold his
interest with a minimum of extra-musical support and no
mythology whatsoever,"

"I think 1t is a fundamentsl error to suppose that everyone is
capable of what 1s called 'music appreciation.'’

"It is my beilef that every child should be exposed to musical
stimull tu sez 1f there is such a latent capasity or faculty;
1f not, why plague him with 1t? The implication that there

is somethlng ennobling about listening to musie is hardly
supported by the evidence that Mussolini played the violin

and Hitler doted on Lohengrin and other Wagner opersas.

"Should a range of tests show that he can recognize one gound
a8 higher or lower than another, or identify it as the product
of a particular instrument, then, I think he should be led on,
through other exposure, to remembering melodlc phrases, learn-
ing to sight sing, and perhaps--but only perhaps--play an
instrument. I would stress exposure above all else . » . ."

"I know how ineffectual ‘music appreciation' has been. How
to arrive at a more effective substitute? Well, I really have
only one idea, and it may not be a practical one for the
public schools, but I'll state it, as 1t seems to me the only
practical solution. Fifty years ago, slthough there was less
music reaching fewer people ln this country, there was, I
think, a higher aprreciation of music. It came because, among
educated people, nearly every child learned, expertly or not,
to play the plano, and four hand arrangements of symphonies
were at least puzzled over, and sometimes played with plea-
sure. The amateurs who accomplished this were musically
'literate.' They knew things about the structure of music
that today's passive phonographic listeners will never know,
because music was for them a fascinating structural process
that could be observed and checked on paper, as well as being
listened to. Today he knows nothing about how it is put to-
gether. He is a musical illiterate with a machine, and even
though he may go to countless concerts and operas, he remains
ignorant of the wonderful technical proesses by which it is
created. Now, my feeling--practical or not--is that every-
thing that can be done to involve the student in the anglysis
of technique and in musical participation wherever possible,
is worth all the 'music appreclation’ ever devised. Teach
elementery solfege--like the Paris conszervatery syatem--based
on immovable do so that modulations and reilstions betwsen
keys become apparent.

n AP s e won e i W o
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"Use a plano to puzzle cut the formation of triads and seventh
chorde, key relationships and so on. Play excerpts from one
line scores on the plano. I am sure that the discovery of a
dominant seventh reselving to its tonic triad would come as

a revelation to most present-day students,

"Rudiments of hermony should be part of the curriculum of the
public school; write simple notation, master harmony, counter-
polnt, fugue, musical form, etc., if possible. All this
refers to classic and romentic music: i.e., the music of the
18th and 19th centuries, which is the basis of our musical
lapnguage. You will, of course, come across plenty of

people (amiong them composers) who will advise you that music
really began arcund 1911 with Schonberg and Straviasky, and
that training in the earlier craft is without value in the
modern world, Techniques involved in contemporary music are
far simpler than those used by the great composers of the
past.

"I realize that what I propose involves thoroughly trained
teachers. But that, I gather is your problem."

"I am not in.favor of the 'hard sell' approach in any field,
If children are exposed it should be gradual, considerate,
and, above all, enjoyable, It should begin with popular and
folk music. In the early stages it should involve ag little
‘Apvreciation’ as possible but use television, movies and
cartoans, "

"I em afrald I can contribute nothing useful, Although I took
plano lessons from an early age, I did not begin to learn to
listen until I was fifteen or sixteen.”

"The real problem of teaching can ultimately be reduced to

the problem of motivation. It is unfair %0 accuse music edu-
cators sul generis of falling in their jobs, for certainly
thelr lack of success in music ap?reciation 1s no more cri-
tical than those who can't teach 'johmny' to read. How

I realize it is quite out of the question to expect s child

to be able to make the kind of distinctions that I have
laboriously treined myself to make, but I think perhaps the
first step in getting your fifth grader to hear is to get

him to try to articulate what makes a piece by Mozart differ-
en} fromw one by Mr. Lennon of the Beatles. I have the feeling
that this stylistlc approach may be the crux of the matter,
The problem seems to be how one would find meaningful terms

to communicate these distinctions to kids ard terms for them
to.respond with. I think that the relstive value of & Rock
and Roll piece as opposed to a piece of 'serious' music MUST
NOT be discussed. After all, the idea ig to get the kids %o
hear, not become music critics. PFirst stage is smulation be-
cause I can think o1 no valid reason why a fifth grader shouid
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'apprecliate’ music that would make sense to him. Something

like alaptain Kangaroo concert would be of tremendous value.

The school ghould find a teacher who is admired, whose judg-
NeLts thg students will accept so they will think it must

he 300d, . :

"The biggest problem in music education, as I see it, is the
disparity of musical intelligence and sophirtication brought
by each student to the classroom. It is probably ilmportant,
therefore, to teach fundamentals (scales, rhythm, etc.) early.
It is good if one can associate a story or a situation with
sounds. The average educator makes one fatal error: he talks
about music too early and too much, and he plays music too
late and tco 1ittle, One should abandon chronology--start
with the Romantles,” ,

"They might learn to appreciate as they do the pop tunes with
lots of exposure. The go-called regularly scheduled hours for
music appreclation in the schools are neither sufficient in time
nor. psychologically ideal for the purpose.”

"I am firmly convinced that this sort of approach of how the
composer approaches the creative process is necessary and

from there one proceeds to listening enjoyment through percep-
tion of form--form by no means only in the categorical
Goetschius sense, but formal organization expressed in any one
of a number of ways."

"Need inspired teachers--need to reform the educational system
To encourage the participation of the truly talented musician.”

"Constant exposure to music, the length of the listening period

depending upon the ages of the children and the span of plea-
surable attention,"

"The ldeal way is to grow up.with it and teething on Victor
Red Seal records. Excite curiosity by bringing an instrument
to class. Use easy to follow music with stories. Check with
symphony orchestra conductors who have school programs,

Teach children to see good in any kind of nusic, but avoid
like the plague the stories of the composers' lives. I see no
reason for quizzes and tests which make it sound 1like work,
Some wi%l get 1t; some won't., Those who do, will have their
reward,
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Lo listen o music, wuu that is the art of =aking nusice,

The really-decisive education has to take place 1n the first
to fourth rrades. It %5 loportant that children sing. It
is also iuportant what znd how they sing. Use folk songs,
something like Buch der Kindermusik, published by Hansen,
Copenhagen,

"One should get a man of infallible discrimination and long
experlence in the field to draw up a repertory of great
folksongs. Students should make their own music."

"The beginning of 211 art is in creating art; the beginning

of all intelligent participation and listening l1ies in the
exerclse of the art to be developed, From singing and
accompanying with primitive instruments, go to playing in-
struments. Sing, play, transpose, accompany. Perhaps the
work of Kodaly will furnish a clue. Once this 1s done, merely
select music and play up the craftman'’s spproach. The target
should be to understand the language of music, its syntax, its
grammar, 1lts workings in its own terms. Children like a
craftsman's approsch--but again it needs good teachers to do
it.

"Problems become questions of style, of form, of leading from
the simple to the complex but the groundwork has been laid,"

"Any suggestions I might make would be without foundation in
practicai experience."

"Actual playing is the only true beglnning for musical 1is-
tening. This conviction has been strengthened by my observa-
tion of Suzukl. Por the actual music involved in a program
such 28 suggested, I believe that a simple variation form,
rounds or canons have sufficlent form and ldentlty as to be
readlly distinguishable by even an untrained ear,"

"Music i1s the spice of 1ife and not the main course., It can
be over-emphasized in the public school curriculum. It shonld
be introduced easily through singing, playing, and dancing.
Musical trzining aund apprecliation are in order only for the
musically excep*ional child,"

"usic requires attention and concentration and esthetic per-
ception which is beyond the scope of this age levei., FKemorize
short selections of the classic repertoire, Avoid audio visual
alds. They are a boon to the Jazy or unprepared teacher.,"
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These replies show disagreement, but when the positive responses
are analyzed, they fall into two groups representing two points’ of .i?w
view. One point of view is to teach music with the primary objective
of bullding a favorable attitude, making 1t pleasant, for the average
z; pupil; the thorough training would be reserved for thoge pupils with
. talent. The other point of view is to teach listening to sll with a
falrly rigorous and structured approach, emphasizing skills and
knowledges even for the average pupil. In expounding his theory of
meaning, Meyer both implies and states overtly that skills and know-
ledges are necessary for a real musical experience. He has not given
any conslderation as to how these are to be developed in the listener;
one therefore cannot conclude which if either of these viewpoints
would reflect Meyer's own. Presumably all rxperts would agree that
the more good music heard by the pupil, the easier or iegs rizorous
the formal tralning would need to be.,
An additional step in determining requisite knowledges and skills
[ ' was to analyze the thirteen books on musical listening which were felt

to offer valuable insights. These books are 1isted on page 33 of

' ' thls chapter. None of these books differentiated between musical

{i elemeats, knowledges and skills; in the list that follows, gome attempt
has been made to organize these items into the broad categories of
melody, rhythm, harmony, form and style, but many of the items over-
lap into more than one of the categories. There was nearly complete
agreement among the books, their differences being those of emphasis,
thoroughness of treatment, and occaslonally differences of terminology.

'ﬁ The 1ist below contains duplications where these reflect a slightly

different emphasis or different manner of expression. In these casges

*re reader may make his own interpretation rather'than depending upon

the lnterpretation of the investigator.




Melody -

* imitation
give and take
principal melody but alsc impor-
tant bass
limited or wide range of sound
action of component voices
effect of voices on phrase struc-
ture and casesuras
varieties of/texture used
effect of tone color on texture
dynamics
perfect Sth ,
tritone and cadence
effects
scale
major triad-chord outlines
subgidiary tones
what taking place now?
vwhat will happen next?
relate to what has gone before
motive '
repetition
varlation
contrast
melody
contrasting
repetition
answerlng phrase comparable length
for symmetry

answering phrase of different length

phrase and recurrence
adding well defined phrases
spinning movement continuously
following score

piteh

quality

loudness

duration

step-skip

chromatics

tetrachord

movement

memory

regular, expected recurrence
how.up and down expresses
nornative law

tone '

length and range .

reglster and contrast
progression

diresction

function of melody-theme
intensity

Rhythm
meter
accent
change in tempo
syncopation

rhythmic motives :

ebb and flow of rhythmic motives
clarity and strenkth of caseuras
quality of beat or pulse with

respect to regularity, strength
and clarity

approximate tempo

approximate metric groupings

correlation of beat

tempo and meter

salient rhythmic motives

sense of rhythmic progression
Within phrase

rhythmic structure of phrases

rhythmic variety

time elements

move forward in time

pace, regularity, articulation

measured rhythm

rhythm generates moveuent, glves
characteristic manner to musi-
cal movement, controls movement,
marking off units of musical
time .

beat is a link by which groups
are join-+4

basis of misical structure

rhythmic festures

repeated rhythmic phrases

related rhythmic figures

rhythm relative to meter

PR Y



Melody (cont.)

volume .

unity-unifying features !

‘contrast and reconciliation
of divergent and often opposing
musical qualities

color

period

shape-curves

sequence

contour and effect of movement

distribution of salient motives
(related)

important resting tones

points of rest

high point {

tessiturs

large phrase groups

subdivisions in phrase embellishments

new tonal level

compositional devices

nonharmonic tones

sopranc-bass comparison

connecting materials

Farmony Styie
1 part playing legato and detache
one principal part featured staccato
one procedure governing texture relation of items under rhythm
homophonic to style and expressive
polyphonic {counter point) and qualities of piece
contrapuntal text
blending of volces~homogeneity of dynamiocs
sound or sharp contrasis style
tonal center and strength of balance
effects of stabllity and unstability orientalism
prominence of given tone single mood
plagal, deceptive, half, authentic mediums of vocal and instrumental
mode interpretation
type 0f chord used emphasls, clarity and effect
kinds of cadence and relative of point of arrival.
strength interpretation is tonal and
fit observations regarding harmony unlt corrsctions, tempo,
into expressive picture of the dynamic level, tone duration,
plece tone quality
minoxr chord historical considerations
diminished chord mood
congonant highlighting worde
dissonance spscial dramatic crourds
tension texture
contrasting key ldiomatic writing

return to home key
understand as movement of chords
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Harmony {cont.)

harmcnic rhythm
simple~complex

cadences

quality of root of chord
harmonic function
modulation

inversions
tension-relaxation
accompaniment

Form

2 part
3 part _
in relation to pilece as a whole
in relation to separate shorter
parts of a piece
simple sectional
variation
large section
free forms
5 organizing principles:
repetition
contragt
symnmetry
variation
development
type of composition

Ratner's excellent analysis of musical elements is organized
according tc stylistic pericd. It is duplicated here exactly as it

is given in his book, in order to illustrate how the educated ear must

llsten for different elements and items in different types of music.

- Medieval Renaiggance Barogue
Qualities of thin, light sound; richer, fuller wide variety of
Sound medium register; - sound; medinm instrumental and

variety of vocal ©registers with vocal sonorities;
and instrumental greater impor- contrasts between

color tance of bass full and thin;
level; moderate greatsr range ian
strength ragisters; often

gresat strength
and amount of sound

L
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Medieval

Texture

Consonance

Dissonance

Harmonic
Action

Movement

1 to 4 parts, rel-
atively equal;
polyphonic action

4ths, Sths, 8ves,
unisons; conso-
nance represents
stability and ar-
rival; open
intervals

2nds, Tths used
ornamentally, with
frequent clashes
between lines; in
earliest poly-
phony, >rds, 6ths
treated as dis-
sonant

incidental ca-
dences; few lecd=-
ing tones; light
sense of harmonic
progression

steady, moderate,
gentle pace; some
variation in man-
ner of movement;
mild accentuation
by length

parts; some chor- soprano and bass;

~Renalissance Barcgque

5 to 6 or more polarity between

< e i TS -

del texture; middle voices add
principal tex- fullness; some
polyphonic; principally poly-
fuller sound phonic actiocn

i
i
|
ture remains chordal texture; ‘ i
tends to dis- j
guise polyphony '
Jrds, 6ths, 5ths 3rds, 6ths, S5ths,
8ves, unisons; 8ves, unisons; 4th
4th treated as partial dissonance;
dissonance at consonance equals
times; high con- stability
centration of

consonance; triad

ssunds

preparation and increase in amount
resolution of and intensity of
dissonances; ell- dissonance; many
mination of "tritone" dis-
clashes sonance

appearance of much strongsr and
strong cadences more pervasive ca-
at phrase end- dential action; full
ings; more lead- emergence cf key

ing tones; begin- sense; active, com-
ning of key sense;pact harmonic flow
lncrease in feel- with strong feeling
ing of harmonic of drive

drive

steady, moder- in early barogue,
ate pace; con- sharp contrasts of
slderable dif- pace, often with un-
ferent styles; certain flow; in late
grawing vigor of baroque, vigorous&
movement in secu- steady, "motoric
lar and instru-~ pace throughout a
nental music; plece; wide range of
gentle accentua- pace and manner pre- h
tion sent; growing vigor
of accent




Medieval

Renaigsance Barogue

Arrival gentle, clear gentle poiats of relatively few but
points of ar=- arrival; stronger strong cadential
rival; some lead- cadences occa= points
ing tone action glonally and at
in polyphony; end of plece;
open and closed well=defined
cadences in dances caesuras and

cadences in dance
music

Phrase relatively short relatively short in dance nusic,

Structure phrases; symmetry phrases in dence symmetrical phrase
in dance nusic music; in poly- structure; relatively

phonic music, short phases of move-
continuous flow, ment; in other music
covering ca- continuous expansion,
dences, extend- bullding broad
ing asymmetri- phrases
cal phrase
structure

Clasgic Romentic Modern _

Qualities wide variety of increase in full- extremes of trans-

of Sound instrumental and ness, richness, parency and densi-
vocal sonorities; and denseneass of ty; experiments in
brilliant sound, sound; concern new sonority ef-
transparent; much with special fects; sharp con-
contrast between color effects; trasts of color;
light and full; striking con- tendency to re-
wide dynamic trasts; widened duce the "gweet-
range; explora- range of pitch ness" of sound
tion of higher and dynamics
registers

Texture 2, 3 to many tendency toward l, 2 to man

ta

©
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parts; emphasis
on principal melo-
dy, with some
polyphony, some
give-and~-take

amplification of
lines by doub-
lings; active
part-writing,
often with rich
ornamentation; 3,
4 to many paris

parts; prominent
polyphonic action,
also give-and~
take; also use of
baroque, classic,
romantic textural
layouts
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Classic

Romantic

Modern

Consonanc#

Dissonance

Harmonic

Action

Movenment

game consonance
values as preced-
ing eras

dissonance used
for harmonic ten-
slon, far drama-
tic emphasis,

coften without pre-

garation; many
tritone" dis-
sonances

saturation of
cadential action;
long-range defi-

nition, long-range

contrast of key;
very strong har-
monic drive

wlde range of
pace and manner;
strongly influ-
enced by typical
song and dance
manners; stead
action pace, wi%h
gtrong accentua-
tion

game consonance
values as before;
lesser proportion
¢f conscnance
than previously

greater satura-
tion of disso-

nance, often with-

cut intervening
consonance; dis-
sonances make

rich sounds, and
represent insta-
bility; tritone,
Tths, 9ths, al~
tered intervals

retention of
classic cadence
feeling with ten-

consonance no
longer a synonym
for stability,al-
though traditional
ideas of consonance
and dissonance still
have considerable
force

&8 0 rule, consi-
derable satura=
tion of dissonance,
with dissonance
frequently at points
of arrival; func-
tional distinc-
tion between con-
sonance and dis-
sonance disappears
frequently

partial abandonment
of older chord types;
substitutes for

dency towerd decep- clder cadences;

tive and elided

resolutions; rapid

elusive shifts of

tonal cenier; hare
monic color an ob=

Jective; weakened
harmonic drives

wide range of
pace and manner;
appearance of im-

balanced, unsteady
qualities of move-

meént; preference
for slower pace,
less vigorcus
accent

rapid shifts of
tonal areas; modal,
atonal, polytonal,
tone-row, microtonal
systems; little
harmonic drive

emphas!s on active,
percussively
acsented pace,
wilth cross-rhythms
and imbalances,
often in rapidly
paced music;

wide range of pace
and manneér; uncer=
tailn, shifting pace
often found
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Clesglc Modern
Arrival clear, frequent, obscured cadences in neo~classic and
strong points of disgulsed pointe folkloric music
arrival; somentum of arrival xore ' weéll-define¢ points
often carries be- frequent of arrival; in
yond, alming for éxprecsionistic
emphaiilic cadential ausic, uncertain
points sense of arrival
Phrase well-defined in small pieces, aa a rule, asym-
Structure perlod structurs clear periodisza~- metrical phrase

in all forms and
typea; extension
of periods

tion in symmetri-
cal structure; in
largor works,
tendency toward
asyametrical
phrase stiructure

structure; some .
use 9f barogue
continuous ex-
pansion and
classic periodi-
zation
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In order to verify the findings derived from the sources thus
far consultéd, a basic concept of musical meaning wag’stated, 2 re-
gstatement made of the basic categeries of musical elements, and then
further documentation of the musical elements was provided from sources
outside the immediate reslm of music appreciation. These sources
included theory and composition, musicology, esthetics, history,
orchestration-~the entire field of musical writing is represented in
the sources used. The basic concept of musical meaning was stated as
follows: musical meaning lies in the opposition of motion and rest
(tension and resolution) in music, the static versus the progressive.
The degree and proportion of each is quality-determinant. The method
of achlieving motion and rest is through repetition and/or variation of
musical elements. The basic categories of musical elements are
%hese: . (1) melody, (2) rhythm, (3) harmony, (4) form (structure),

(5) orchestration (tone color).

Scrutiny of the categories into which "elements" from the music
1istening texts had been placed led to the conclusion that "style" is
not sn element, but is rather a creation of the musical elements.
Instrumental color, though little emphasized in the texts, 1s an
inhsrent factor in the music, helping to determine the qgalities of
motion and rest; it was therefors included as one of the basic elements

1n'sp1te of its neglect in the texts consulted.

MUSICAL ELEMENTS
GENERAL METHODS OF ACHIEVEMENT:
Repetitlion and/or variztion of musical elements.
ELEMENTS: basic categories
1) melody

2; rhythm
3) harmony

e
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4) form (structure)
&) orchestration (tone color)

Documentation: basic categories
1) melody

‘a) Iourie, A. "An Inquiry into Melody," Modern Music,
volume VI.
b) Fox-Strangeways, A. H. "Tune," Music and Letters,
vol. III, # 1.
cz Watt, H. J. "Melody," Music and Letters, vol. V, # 3.
d) Ble, 0. "Melody," Musical Quarterly, vol. II.
e) Apel, W. "Melody," Harvard Dictionmary of Mugic (Cambridge,
Mass: Harvard U. Press, 19 sy Pe 435,

2) rhythm

a) Sachs, Curt. Rhythm and Tempo, New York: Nortem, 1953.

b) Cooper, G., and Meyer, Leonard. The Rhythmic Structure of
Music (Chicago: The U. of Chicago Press, 19565).

c) Riemann, H. Katechismug der Musik Agthitik, Leipzig,
M. Hesse, 1903, notable for idea of perfection in
quadruple /advisable/meter, and discussion of agogic

accent.

d) Lowinsky, Edward. "On Mozart's Rhythm," Musical Quarterly,
1956, vol. XLII, # 2.

3) harmoay

a) Piston, W. Harmony (New York: W. W. Norton and Co., Inc.,
1948). Standa-d textbook.

b) Apel, W. ‘"Harmony," Harvard Dictionary of Music (Cam-
bridge, Mass.: Harvard U. Press, 19 P 322 +.

c) Schonberg# fe "Problems of Harmony," Modern Music,
vol. XI, te ..

4) form (structure)

a) Tovey, Sir D. The Forms of Music (New York: Meridian
Books, 1964).

b) Abraham, G. A Hundred Years of ic, 2nd ed. (London,
1949). Study of style and forms of music--Romantic and
Modern. i

c) Bukofzer, M. Music in the Baroque Era (New York: W. W.
Norton and Co., Inc., 1947)J. See Chapter 10 on "Form in
Baroque Music," p. 350 +.

d) Riemann, H. Grundriss der Muslikwisgenschaft, Lelpzig:
Quelle and Meyer, 1914,

e) Sulzer, F. Structural Hearing, Vol. II (New York: Charles
Boni, 1952).

f) Tovey, D. F. Articles "Contrapuntal Forms," and "Sonais

Forms," in Incyclopedia Britannica.
g) Dent, E. J.

Binany and Ternary Forms," Music and Jetters,
vol. XVII.

PR .
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5) orchestration

a) Keanan, K. The Technique of Orchestration (Englewood
Cliffs, N. J., Prentice~Hall, Inc., 1952). Standard
text, .

b) Carse, A. The Orchestra in the XVIITth Centur

(Cembridge:
Oxford Press, 19207,

¢) Cavrse, A. The Orchestra from Beethcven to Berlio (New
York: Broude Brothers, 1949),

Breakdewn of Basic Categories:

1) Melody

a) melody as motion: plteh quality: be able to distinguish
between high and low.

b) melody as a time quality: be able to distinguish between

long and short,
c) conjunction with rhythm,
d) texture - how treble-bass range is filled: need recognition
of voicing, especlially outer voices
1, appearan?e of melody with)no additional element of
texture (monophonic music
2. combination of melod wlth one or more otbar melodies
(polyphonic music) counter-point

3. appearance of melody supported by harmony (homophonic
music,

4. suggestions of Polyphony by simple melody.
e) phrasing

1. periodic or additivs (balanced or uneven) - ability to

determine measure length and what a measure ig,
2. short or long phrases.

3. use of gequences - retention. of short melodic fragment;
recognition of repetition on different pitch level,

4. emphasis or de-emphasis of bar line.

f) tonality of melodic line ‘
1. does 1t establish ke feeling by diatonic, triadic

revolution? Need to know what a triad is--esgentials

of tonal harmony, establishment of key by cadence to
tonic. :

2. or is it chromatic? . Neai to know about weakening of
diatonic harmeny by insertion of i
basic knowledge of relation of raised and lowered

' pltches to diatonic scale.
g) dynamics

1. contrasting
a. patterned (sequential)
b. free

2. role in enphasizing specific melodic tones
h) repetition

l. 1dentical

2. sequential

3. reiteration of small motifs

4. remain within same key or triad

B S e M waon
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1. variation
1. change in registration
2. ornamentation
%, change in melodic direction
4, modulation to different key

2) Rhythm (bagic skills required)

a) knowledge of meter and types (divisive, additive)

b) recognition of strong and wegk beats, upbeat and downbeat

c) recognition of repetition, particularly of sequential
repetition as a form of musical organization

d) knowledge of three fundamental types of accent:

1. dynamic accent - produced by stress: soft or loud
notes recelve accent .
. 2, .agogis accent - produced by duration length of nctes
" determine accent and, therefocre, relative importance
in phrase )

3, tonic accent - produced by melodic change=--low or high
notes receive accent. Importance, particularly, of
large leaps. .

e) recognition of additional type of accent--achieved by
either reiteration of same note, so that it predominates
the phrase, or by any combination of dynamic, agogic,
tonic accents.

Principal source: Sachs: Rhythm and Tempo (New York: Norton, 1953).
Eminent Aestheticlans:

Rarzun, 33 Classic, Romantic, snd Modern. Rev. ed. (Anchor P. B.,
1981).

Leichtentritt, Hugo. Music, History, and Ideas (Harvard, N. J., 1947).
Mellers, W. Music in Socieiy (Norton Series, 1950). Uneven.

Reese, gi) Music in Art, Culture, and History (free Press of Glencoe,
- 19 .

Rodman, S. The Ingidére: Rejectior and Rediscovery of Man in the
Arts of Our Time.

Calvocorressi. Musical Taste and How tc Form It (Oxford, 1925).
Kolodin, J. The Critical Composer (New York: Howell-Sosken, 1940).

Kolodin, J. ZThe Céggoseg as Listener (New York: Horizon Press, 1958).

French, Richard F., ed. Music and Criticism--A Symposium (Harvard Unlv.
1947). Collection of essays on current vital topics by com~-
posers and critics.
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Ferguson, Don. A History of Musical Thought (New York: Appleton-
Century-Crafts, l§1§5. Elemsntary. survey. :

Sacha, C. Commonwealth of Ne-tions (New York: Norton, 1946).
Interrelatlonship of music and other arts.

Lang, P. H. Music in Western Civilization (New York: Norton, 1941).
Relation of music to social and politvical condition of timeg--
to philosophy, history, literature, &nd other arts.

Westrup, J. An Introduction to Musical History (New York, 1965, London:
Hutchlinson Music Iibrary, 1955) P.B. See especially Ch. IV on
soclal background; VI on patronage; VII The Musician and His
Environment; VIII the Influence of Taste.

3) Harmony

a) Tonality (revolution around a %onic)

1, simple I-V relationships (strong) i

2. diatonic - use of major or minor scale, with little
nse of accidentals

3. chromatic - tendency to de-emphasize tonal center by
use of non-harmonic tones, accidentals (weak)

4. use of loud inversions, diminighed chords, pivot
chords suggesting foreign keys

5. modulation
a. by cadence into new key
b. by enharmonicism - reinterpretation of a tons or

chord

-

b) Tempo —

i

1. speed of plece determines quantity of harmonic changes
8. little change in fast movement =~ tainence
of same harmony over several me€asures
b. greater change in slow movément - changes from
measure to measure; -often within the measure
c) Consonance - Dissonance _ :
l. role played in determining degree of stabllity of
_...-Werk,; or of variation (motion%
. ——="7" 2, need fundamental kpowledge of what intervals were cou-
PR sldered regolved [Ebnsonan§7 or motion inductive
' /dissonant/ during common practice period (18th century)
5. need knowledge of acceptable dissonance-consonance
resolutions during 18th century. Can measure non-
standard resolutlions against this, and also compare
with standards used by other periods
d) Texture (need basic understanding of terms homophonic
and polyphonic)
1. homophonic =~ harmony understood vettically in terms of
chords, supporting a melody
2. polyphonic - harmony subsidiary to moving lines. Still
need basic knowledge of vertical sonorities.
3. alternating homophony-polyphony - degree of variation,

and of formality of format 1n alternation quality-
determinant. '
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e) Phrasing
1. need basic understanding of flux between points of rest
(cadences, or breath marks) and through-motion
2., important to recognize whether composer uses balanced
or uneven phrasing as mode of musical organizatlon
3, need knowledge that a phrase i1s made up of a combination
of measures --that it exists in time
f) Sum of Basic Requirements tc be proficient in harmonic
listening (Source--Piston: Harmony (New York: W. W.
Norton and Co., Inc., 1948).

1. knowledge of fundamentals - sceles, intervals, trlads
(in all positions) - doublings, spacings

2. knowledge of usual progressions and voice leadlings.

3. knowledge of various systems of organized relatiouships
by tones - by key (tenality), by scale (modality). Also
more recent systems such as the Schoenberg 12 tone
system, based on tonal equality, rather than tonsl
relationships.

4, knowledgs of phrasing -

a. distribution of harmonic change within the phrases
b. types of cadential endings

5. knowledge of harmonization of a melody

6. recognition of modulation . ‘

7. knowledge of non-harmonic tones, recognition of
occurrence, quantity determining degree of tension
achieved

8. knowledge of more complex chords - dominant seventh,
gsecondary dominants, diminisheéd seventh, ninth chords
(incomplete and dominant), eleventh, thirteenth choris,
Neopollitan sixth, gltered chords, augmented sixth
chords, chromatic chords

9. recognition of sequence

10. ability tc hear and reallize figured bass

3) Form (structure)
a) understanding of the term "form" as organized relation-
ships of sounds, arranged in orderly manner
b) understanding of all basic .componentg of the teig “"form":
tones, intervals, scales, tonality, consonance-dissonance,
meter, rhythm, phrases, theme, motive, repetition, varia-
tion, modificatioxz, transposition, modulation, sequence,
inversion, devices of counterpoint
c) understanding of the term "musical formg" - as a plan of
construction--the general principles and schemes which
determine the structure of a work
d) knowledge of basic form
1. Single forms
a. Repetition forms
1. variation form (a a' a")
2. binary form (ab lizasti Ebsl )
3. rounded binary form ( lH:a:ll Hibazi! )
4, sonata form ( ijsa:tl ba)

5: ternary form (aba)
6. rondo (five-part) form (abaca)

L
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7. rondesu(abacad...a)
8. rondo-sonata form (abacaba)

9. medieval forms: ballad, roudeau, virelai
[ballata/

b, continuation forms

1. cantus-firmus forms: organum, l3th century motet;
chorale compositions

2. imitative forms: 16th century motet; ricercars;
fugue

- e s e YLTON
S TR - (TR Kp " e Ty R T T T V! I'- | ‘s!_*
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4) Compound Forms (consist of various "movements")

a) instrumental: sonata; concerto; sulite; toccata
b) vocal: contata; mass; .passion; oratorio; opera

; Documentation: on 20th century muslec

1) Slonimsky, Nicholss. Music Since 1900 (New York, 1949).
? 2) Mellers, Welfred., Studies in Contem orary Music (London, 1947)
‘ 3) Fortg, Allen, (Contemporary Tone Structures (New York,
1955).

4) Perle, Georgs, Serisl Composition and Atonality (Berkeley and
Los Angeles, 1963),
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Other:

1) Grout, D. J. A History of Western Music (New York, 1960).
passim

2) Tovey: On sonata principle /Form/--tonal development,
rather than thematic

3) Ratner, Leonard. Journal American Musicolo ical). Society.
Article on sonata-allegro form Zset tonal ares, depart,
return = ternary/. .

4; Leti. Thematic Process in Music (New York: McMillan, 1951),

5) Apel, W, Harvard Dictionary of Music (Cambridge, Mass, 1944),
Articles "Form" and "Forms, Musical," pPp. 277-279.

5) Orchestration

a) gnderstanding of pre-19th century role as finishing touch
b)

0 composition by addition of instrumental tone color

changing function of orchestra in 19th and 20th centurie
to provide variety and contrast in Works conceived %or
orchestra, rather than for piano or voice

c) knowledge of instruments: types, families, sound, range,

techniques, special effects, scoring, transposition, use

by composers of the past, éxpresslivity, dynamic variations,
history, use as textural maans, knowledge of score read

and conducting, plus proflciency on at least one orches-
tral instrument .

Documentation:

i Dart, Thurston. The Interpretation of Music (London: Hutchin-
; son's Music Library, 1954),
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Eminent Aestheticians: " ]

Eiﬁstein, C. Greatness in Music: An Attempt to Establish Categorles
- of Value (New York: Oxford, 1941).

Hauser, A. The Soclal History of Art, 4th vol. P.B. {New York: _
Knopf, 1951). Indispensable background. :
Weber, Max. Ratlonal and Social Foundation of Music (Carbondale,
I1l.: Southern Illinois Univefsfty Press, 1058). Relation
of muslic to environment and to history of ideas. Association
of music with states of mind, conditioned by external factors.
Sociology, econoumlics politics, development makes certain
approaches to music necessary.
The nmusic listening books discussed earlier and the references
Just clted in documenting the knowledges and skills, all are character-
ized by the lack of a well-developed theory of musical meaning or
muslical aesthetics. At the present time, Meyer's Emotion and Mesning
in Music provides the most thorough, explicit and cogent theory
avallable as a basis for music instruction. Therefore, some abstract
of the ideas from Meyer's writing was necessary to provide guidelines
for the study and to convey to the cooperating teachers a general
picture of the purposes and nzture of the experiment. Such an abstract
runs the risk of misinterpretation but furnishes the only easy intro-
duction to Meyer's ideas. o §
Following is a 1list of statements derived directly from the text
of Emotion and Meaning in Music, given in the order in which they
appear in the text. These statements are not necessarily toplcal,
and the 1ist is not meant to form an outline of the book's contents.
The statements include both those which form the subjects for impor=-

tant discussions and those which indicate Meyer's visws on certain

aspects of teaching, learning, or listening.

—— . Ba . e
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Teachers' Orientation to Egotion spd
i ' Meandng in Muglic, Leonard B. Meyer

"Musical meanings depend upon learning." 2

Jriticizes absolute expression theory, the separable; discrete souad
beople and the theory that responses are natursl or universal.
{ grouping stimull into patterns 6

Listeners generally unable to pinpoint the particular musical
process which evoked the afiective response., 7

. "“Affective experience includes an awareness and knowledge of the
F stimulus situation.,” 23

“"Pendencies do not simply cease to exiet, they are resolved, they
conclude." 23

"Emotion or affect is aroused when a tendency to respond is arrested
or inhiblted." "The tendency to respond may be either conscious or
unconseious. . . . Such conscious snd self-conscious tendencies are
often thought of and referred to as 'sxpectations'.® 25

e ey Lo P

"Every inhibition or delay creates uncertainty or suspense." 27

Ignorance may give rise to sanguine feelings or a desire for

clarification which is unfulfilled-throws individusl into doubt and
uacertainty. 27

"Greater the buildup the greater the release.” 28

"Unexpected always a possibility, not & complete surprise.” 29

"If no mental synthesis takes place
1. mind may suspend judgment
2. mind may reject wholo stimulus and irritation set in
3. unexpected consequent may be seen as a purposeful blunder." 29

"Expeétation involves a high order of mental sctivity." 30

"Mental activity need not be conscious, if not the response will
probably remain unconscious." 30-1

"If intellsctual activitiy remains unconscious--~tengion and delibera~

tion is experienced as feeling or affect rather than as conscious
cognition.™ 31

o~ P,

"Embodied musical meaning is, in short, a product of expectation.
If on the basis of past. experience, 2 present stimulus lsads us to

expect a more or less definite consequent musical event, then that
stimulus has meaning." 35

| N w 4
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"Past experience and remote past axperience are important." 36

"The operation of 1ntelligen¢e in listening to music need never
become salf-conscious.” 3

"Understanding 1s a matter of habits acquired." 39

"Same processes glve rise to affect as give rise to embodised
meaning." 39

"Affective experience is just as dependent upon intelligent cognition
&8 conscious intellection--both involve perception. Thinking and
feeling are different manifestations of a single psychological
process." 39

Music that does not arouse expectations is meaningless . . .
and therefore music in a style with which we are totally unfamiliar

is meaningless. This siate of {oial unfaniliarity is, obviously,
very rare with moat music we hear,

"Past experience’ refers to what has gone on before in the music;

to the experiences the listener brings with him to the music and to
“the laws of mental behavior which govern his organization of stimuli
into patterns and the expectations aroused on the basis of those
patterns,"

"Conssquent musical event" refers to three stages of meaning:

1. hypothetical meanings - are those that we imagine are going to
occur.

2. evident meanings - are those which actually do oczur. Since each
event 1s preceded and followed by another, there arises a chain of
stimull and responses which fluctuate between tha two kinds of mean-
ing. For instance, on hearing a chord we assume it will lead to
another sound which we expect. It may lead to an unexpected chord,
Just as easily. In any event we are adle to perceive the relation
between an antecedent and its consequent only after 1t has occurred.
5. Determinate meaning - refers to the relationships existing after
all of the events and relationships have occurred and are as fully
understood as possible.

Heaning and affect are part of the same psychological procesa.

» o+ o "While the trained musician consclously waits for the expected
résolution of a dominant seventh chord the untrainsd, but practiced,
listener feels the delay as affect." 40

"A sound or group of sounds that indlicate, impiy, or lead the listener
to expect a more or less probable consequent event are a musical
gesture or 'sound term' within a particular atyle system." 45

Often the hypothetical meaning of a sound term is very different from
ite evident meaning. We expect one thing, but after hesring it, get
another. "We are constantly altering our expectations."” 48

"Deviations will be most effective where the pattern is most
conplete." 50
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i "Ambiguity arises either because the progressions involved in a

. passage are so consistontly irregular and unexpected that the

' listener begins to doubt the relevance and efficacy of his own ex-
pectations or because the shapes of the sound terms are BO ¥ ané
uniform that there is only a minimal basgls for expectation. 51

Cuge L

Re. Schenker - "Tco much emphasis upon the highest architectonic
level not only tends to minimize the importance of meanings as they
arlse and evolve on other architectonic levels but it also leads to
a static interpretation of the musical process." 52

I S

i "While we are experiencing music, we hear modulations and changes of
key; we experience shifts in tonel center." 53

vy -

"We have stated that styles in music ere basically complex systems
of probability relationships in which the meanlng of any term or

serles of terms depends upon its relationships with all other terms
possible within the style system." 54

Style follows the laws of-probability and here he gquotes Frances
Densmore's work. 55

". + + In a sense, each particular piece is also a particular

style system.” 56

The best way to develop sence of style--"This can be achieved only
through practice in listening and bdetter still in performance." 56

"Like the percepticn of and response to the more gemerally continuous
aspects of style, the understanding of .form is learned, not innate."
We hear many works of a class and then generalize about a yorm. 56

- "The devalopment of all stylistic response sequences involves
abgtraction." 57

"It ie important to know, in a general way, what the style of music

is so that the responses brought into play will be relevant--it igs

also impertant to know what formal procedures are being employed.

For our opinions as to form modify and condition our expectations,." 58

"One brings different expectations to a Schubert impromptu than
to a sonata movement." &8

"The experienced listemer will, for exémplﬁ, bring a very different
set of hablt responses into play i1f he is about to hear & sonata

movement by Stravinsky from those which will be sctivated if he is
about to hear a sonata by Schubert." &9

Information about a style affects what we look for and "the speed
of our perceptions and our responses.”" 59

"Form is always specified with reference to style, just as style
should be particularized with reference to form," 59

"Having heard a Schubert sonata does play a part in perception of
one by Stravinsky." 59,
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"The response¢ to music s& well as its perception depend upon learned
habit responses." 60 .

"Styles comstructed by musicians depend upon a particular time and .
place and are not based upon universal, natural relationships inherent
in the tonal material itself." 60

"The experience of music must be based on rasponses acquired through
learning." 61

"Understanding music is not a matter of dictlonary definitions, =f
knowing this, that, or the other rule of musical syntax and grammer,
rather it is a matter of habits correctly acquired in one's self
and properly presumed in the particular work." 61

"Objective knowledge and conceptual understanding do not provide the
automaticf instinctive percoptions and responses to ensure under-
standing." 61

"Habits are important.” 61

"Expectation must have status of an instinctive mental and motor
response." 61

"Berly instruction 1s important." 62
"Motor learning plays a role early in instruction." 62
"A deviation may become normative after a period of time." 65

Styls changes come about in part from cultural change. More impor-
tant, each style destroys itself by deviation. "This means that

cnce a style is established thsre is a constant tendency toward the
addition of new deviants, and toward pointing up, through emphasis

or exaggeration, those deviants already present. In short the nature
of aesthetic communication tends to make for the eventual destruction
of any given styls." 65

Traditional, Academic, and Decadent Art: "The traditionel artist is
one who understands the relationship ¢f norms to deviants and who
works within this relationship. . . . The academic artist, extolling
¥hat he thinks to be tradition, views norms as ends in themselves.
He codifies not only the norms but also the deviations, giving these
the status of norms. Failing to understand the necessity for
flexibility in deviation, his art becomes fixed and sterile. Deca-
dent art, in contrast is art . . . where deviations are s0o to speak,
pursued for their own sake." 71

"The patterns of style are fixed by neither God nor nature but are
made, modified and discarded by musicians. What romains constant
1s the nature of human responses and the principles of pattern
perceptions." 73
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1
Preparatory Set p. 73 o %

1. Listeners belief about asesthetic experience i
. 2. Experlence and knowledge previously acquired in listening and s
{ studying about music. '

J. Information gathered on the particular occasion in question.

"Nothing in art happens without a reason." 75 i

"One must come to the listenlng experience with a preparatory set
« o o be ready to listen, believing that the experience is to be a
significant event. We telleve that real accident is foreiga to
good art." 75

. Y 2

% "The relationships set forth in the art work are significant." 76

‘ "The story of a composer deesn't do anything to help appreciation
i directly but alds appreciation by strengthening belief and creat- S
: ing a willing attitude." 76

"Dispesitions may be gcquired either systematically or by chance." 77

"Knowledge crucial, if we know that a particular movement ig theme
s and variations we are intent on following the theme." 78

Our learned habits influence our perception. "Where the center of

our interest lies, there, ceteris paribus, a figure 1s likely to
arise," 78

"An expected stimulus will be perceived and understood more rapidly
than would otherwise be the case." 79

Antlclpatory motor attitudes form part of the preparatory set on
the basis of information as to composer, style, or form which leads
the listener to expect a repetition of past motor experiences,

program notes as to tempo, volume, mode, mood and so forth and
visual clues. 79

Meyer quotes Mursell that ultimate foundation of rhythm is to be
found in mental activity. Quotes Sachs and Brelet that rhythm
comes from the mind not the body. 81 Concludes that Everything
which occurs a5 & motor response can be accounted for in terms of
mental activity and, since the converse of this is not true, music
is best examined in terms of mental behavior. 82 '

Y fo «
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"The mind is the organizer." 83 4
"Théugh, as we shall see, the mind orgsnizes and groups the stimuli %
it percelves into the simplest possible shapes or the most satis- D
factory tnd complete figures possible, what is, in fact, the most 3

satisfactory organization in any given case is a product of cul- 4
: tural experience." 85 §1
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"o « o any generalized Gestalt account of musical perception is

out of the guestion. ZEach style system and style will form |
figures in a different way." 85

e « o "The number, interdependence, and subtlety of the variables

involved in musical perceptlion make the establishment of a system

of analytical rules of thumb impossible." 86

"The fundamental axiom 6f Gestalt theory is the law of Pragnanz,
which states that 'psychologlcal crganization will always be as
'good’ as the prevalling conditions allow.'" 86 '

"For the mind is constantly striving toward completeness and
stability of shapes." 87

"The better the psychologlcal orgenization, the iess 1likely is it
that expectation will be aroused.” 87

_ e —

"Without thought and memory there could be no musical experience." 87

"If expectation results from, say, a definite structural gap, the
deiay in completion of the thought process will result in affect
unless the process is rationalized on the conscious level." 88

"The law of Pragnanz functions within the memcry process, which

tends to complete what was incomplete, to regularize what was

irregular, and so forth. Horeover those shapes which are not well ‘
figured and which the memory is unable to 'straighten out,' com-

plete or make symmetrical will tend to be forgotten." 89

"There 18 & great difference between recognition and recall." 90

"Traces left by memory are constantly changing, normalizing, em-
phasizing, or pointing, autonomous changes. Rehearing is a new
hearing, ylelding new insights."™ 90

Continuation -

"Continuation is the norm. Disturbances in continuation are points
of deviation.
&. process reversal - when one process changss to another -
é.g. when, during a modulation, we reach the dominant and
it is stressed, we then expect the modulating process
to cease and the new key to be established.

b. delay in process - when a gap in the process occurs and
then the process is continued.

Speciflc examples of each are found in the Chopin Prelude,
Op. 28, No. 2. A process reversal occurs in the harmony. Notice
that the bass line opens with E, D, G or VI-V-I in the key of G.
B-A-D . . . but 1t does not . . . instead the A (V in the key of
D) becomes the 5th of a half-diminished chord (D#-P#-A-C#) which
becomes a diminighed 7ih chord in measure twelvs, and then becomes

e e e e e v - e e 2
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& modulating chord {Italian sixth) in measure fourteen and finally
moves to the 16/4 of E in measure fifteen’

A delay in process is illustrated in the same Preluds at
measures twelve-fourteen. Uantil this point the melody had started
in each new succession on the last note of the old pattern., Herse
it starts on a different note, the A in measure fourteen. To
emphasize that this 1s a delay in process the melody moves from
A-E-F natural. Had it moved to F# it might have seemed 1ike a

repeat of measures ten and eleven. After this the melody again
continues. . . . '

Keep in mind the distinction between continuation snd repe-
tition. When something continues, it is ﬁoing somewhere. Repeti-
tion is simply reiteration. "See the cow" is an example of
contlnuation in prose (a horrible example). "See-See-See~" ig an
eéxample of reiteration.

Completion and Closure =~

There are two kinds of incompleteness:
l. a structural gep -~ something left out or skipped over -

2, a desire for closure - that is, when & pattern 1s good

so far as 1t goes, but jJust hasn't gorne on long enough to reach a
satisfactory conclusion.

A structural gap is a place that needs to be filled in. For
instance, the opening of the Bach Brandenburg Concerto No. 5 begins
with gaps which are filled in by the descending scale passage on
counts three and four. Because these gaps are filled in right
awvay, there is little affective response. However, the next
example, "Che faro senza Buridice" creates gaps which are not

filled in so quickly, and the passage ies therefore much more
affective.

An example of the desire for closure is shown on page 130.
Here the sudden interruption of the flow i3 a bresk in continulty
that creates a need for closure. This is a0t & structural gap,

because it 1s never filled in. . . the process of continuation
satisfies one's expectations.

Saturation -

A passage which repeats over and over again causes the listener to

expect a change - because it prevents continuation and bvecause it
prevents completion.

An example of saturation is the repeated figure in the lst movement
of Beethoven's Sixth Symphony. (example printed on page 136.)




_89 -

"In a situation where repetition is not normal and understandable,
the longer a pattern or process persists, the stronger the expec-
tation of change." 136

"Tonality is probably the most important single facet of style--the
sine qua non of even the most primitive musical organization." 138

However, one must not expect all relteration to cause satration.
When a repeated figure is understood as part of the texture it does
not create® expectatlons of change. An example of this 1s the figure
used in Debussy's Piano Prelude "Des Pas sur la Neige". Notice

that this repeated figure is circular and doesn't want to go any-
where., A ground bass, on the other hand, has shape and tendencies
of its own and thus is not a "static entity."

Melodic Completeness and Closure -

Our understanding of melodic completeness is always related to the
particular case at hand. For instance a sustained tone will some-
times cause one to expect a change, but sometimes it is ignored
because it is not prominent or bescause it acts in another way--say
ae a pedal point, for linstance.

Our expectations of pitch movement are also related to ths parti-
cular composition. Generally we expect a high note to come down
and & low note to go up. But this depends on who has the note . . .
for instence a bass sinrzing a "high note" would be singing what &
sopranc might consider & low note . . . or a tuba playing its
highest note would be playing a piccolo's lowest note (approxi-
mately). But in genersl, one could say that what "geems" low,
seems relaxed, and vice-versa., The sam2 could be sald for tempo:
slow templ seem more relaxed than fast templ. Likewlse fo-—
dynamics~--gofv is more relaxed than loud. But, any of these
generalities are subject to change according to the particular
composition. . . just as the "still, small voice" had a greater
effect than the big storm.

THE LA¥ OF RETURN

Recurrence 1s repetition after contrast. Relteration is repetition
without contrast. With the former we have expectations of return,
but not necessarily with the latter.

Reiteration is "successivs comparison." A pattern is established
and the only Jjolt one receives occurs when there 1s a deviation
in the pattern.

Recurrence is a going away and coming back sort of thing. Coming
back brings relaxation.

An example of recurrence is the Beethoven Quartet, opus 131, 5th
movement. Notatiorn handout, p. 155.
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THE WEAKENING OF SHAPE

There are two extremes: complete uniformity and total segregation.
Whan there is no difference at all ir successive elements we have
complete uniformity. When the successive figures are so unrelated
that we cannot distinguish any kind of shape at all, we have complete
segregation.

Uniformity occurs with chromatic and whole~tone scales and with
diminished and augmented triads. Because uniform progressions have

no apparent goal, they seem ambiguous. And, ambiguous patterns

create a desire for clarification. The point at which the process

ends 18 a reversal, and is the climax of that process. On page 164
there 1s an example of a chromatic passage which 1llustrates uniformity
(chromatic motion) and is thus ambiguous.

The Bruckner passage on page 165 shows a more complex kind of ambi-
guity. The rbhythm is clear at a lower level (anapesti) but at a
higher level it is uniform, since there 18 a serlies of anapests. <The
sameé 1s true of the pltich successlon: at a lower level there is a
distinct pattern: fourth, half-step, descending minor third. But at
a higher level 1t sounds like a series of augmented fovrths. As
Meyer 1indicates, the progression 1s not precisely uniform, but the
differences are so slight as to be "subliminal."

Harmonic uniformity 1s produced in a number of ways:
l. equal intervals in succession
2. 1dentical chord qualities in succession
3. 1identical chord progression (sequential)
4, a combination of any/all of the above

Examples:

1. Brahms Second Piano Scnata ~ serlies of diminished 7th chords,
chromatic mcvement.

2. Schumann - Humcreske - serles of diminished 7th chords.
Debussy, Nuages - series of 9th chords.

3. page 168-sequences of chords. .

4. Hayda - Sonata in A flat - example of uniform pitch and
rhytlimic succession, coupled with continuous sequential
processes. see p. 172.

Some differences are so slight that they are hardly noticed, and thus
give the impression of uniformity. See text notation, p. 1éo

"Mind organizes texture." 185

"Agaln mind iz not a tabuia rasa, 1t organizes ou the basis of past
experience. If 1t conditions what i1s looked for, it modifies what is
perceived.” 187

Vague and uncertaln progressions may create tensions--one expects the
unceriainty to resolve itself. Example: Berlioz: Symphonie Fantagtique.
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Uncertalnty may arise when the listener isn't sure whether or not a

stimulus is thematic or not--e.g. 1s the sound the thene or the

introductlion to the theme? Example: Schubert, Symphony in O Hajor |
Mozart: Plano Concerto in D Minor |

Texture {
Three textural situations: i
., Law of return: ‘

2, Widely spaced texture opsrates like structural gaps-=-desire to £il11 5
in. Example: Berg, Lyric Suite. (see notation, p. 190)

5. A& serles of uniform stimull may seem incomplete--psrceived as an
accompaniment for a theme or melody which is still to come--which
is expected. Example: Mendeissohn ~ Italian Symphony. |

In a fugue, one kind of texture is expected to be ccmtinuous. 4
change of texture under such circumstances causes doubt and uncer-
talnty. Example: Handel Concerto Grosso No. 2 (see notation in
text p. 191) -

"Only gradually as the accompaniment become. more active melodically,
as though influenced by the fugal sections with which it alternates,
does the listener begin to understand that the homophonic texture will
eventually become part of the general polyphony of the fugue,"
191-192

Heakening of texture =

Beethcven, Symphony No. 9, 1st Movement (see text--p. 193 for
notation)

All featurss are incomplete and ambiguous to begin with, e t the
relation between figure and ground. This is clear, at first, but
b gets progressively less clear as the figure gets more like the ground.

DEVIATION IN PERFORMANOCE

A Ornamentation -

l. Ornaments inhiblt (delay) arrival of the expacted structural tone.

2. Ornaments creste doubt and uncertainty, however nomentary, as to |
which tone is the structural or substantive one." 207

Chromaticism -

"In the instrumental music of the clasaical period chromaticism is
employed with great effectiveness but not generally speaking, in the
construction of themes and melodiez. . . . Rather chromaticisa finds
1ts plac2 in the bridge passages and developmsnt sec“ions where con~
trasting vith the more regular and normal progressions of the theme

groups, 1t combines with other types of deviation to create suspense
and uncertainty." 221
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Rubato, vibrato and tempo variations are all forms of deviation from
the norm, and that is why they are expressive.

Contrast to a
mechanical performance. _

Minor mode is more affective because it 1s more ambiguous and less
stable than the major mode,

Consonance and Dissonance-~-the former represents the element of

normalcy and repose; the latter represents the element of irregu-
larity and disturbance,
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Recorded Muelcal Examples -

for.

Bmotion and Meaning in Music

Bach
Beethoven
Chopin
Wagner
Schumann
Beethoven
Blzet
Hozart
Beethoven
Haydn
Handel
Stravinsky
Ravel
Debussy
Mozart
Beethoven
Haydn
Bach
Beethoven
Debussy
Hindemith
Beethoven
Liszt
Bruckner
Brahms
Schumann
Debussy
Bartok
Haydn
Berlioz
Schubert
Mozart
Berg

Mendelssohn

Haudel
Beethoven
Hozart

Fugue in C Minor

----- wemecaeseeonitted

Prelude Op., 28, No. 2

Liebestod from Tristan and Isolde
Plano Concerto, lst mvmt., 18t theme
Symphony No. 1, Minuetto=--iambic
Carmen, Entr'scte, Act III---anapest
Quartet in A Major, Minuetto--trochaioc
Symphony 9, Scherzo-~-dactylic
Surprise Symphony, Minuetto-amphibrach
Coancerto Grosso No. 4

Histoire dy dat, Soldiers March

String Quartet, d Movement
Nocturne, Feteg

Sonata F Major, first movement
Symphony No. 3, 2nd Movement

Symphony 104, Minuetto

Brandenburg Concerto #5

Symphony No. 6, 1st Movement

Plano Prelude, "Das Pas sur la Neige"
Mathis der Maler, 1st Movement

String Quartet, Opus 131, S5th Movement
Pianc Sonata---omitted ,
Symphony #7, 1st Movement

Plano Sonata No. 2, last movement
Humoreske, Opus 20

Nocturns, Nuages

String Quartet #5 - omitted

Dlano Sonata A flat Major

Symphonie Pantastique, 2ad Movement
Sumphony No. 9, C Major, 2nd Movement
Plano Concerto D Minor

Lyric Sulte, 5th Movement

Itallan Symphony, 4th Movement
Concerto Grosso No. 2, Finale
Symphony No. 9

Don Giovenni, Act I, Scene 2
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Meyer does not spell out elements or skills and knowledges neCcessary
in his book but these are easily derivad. One can find reference
to the following abilitises.

Recognize )
Like chords. '
Basic progression.
Like rhythus.
See relationship between melody and accompaniment.
Know what is possible with a style.
Hear mcdulations, changes of ksy, shifts in tonal center.

Know usual root progressions, probability, as set forth by
Piston, Zarlino and Rameau.

Know laws of melodic progression (Lipps-Meyer law).
Ascendling and descending intervals.

Accldentals.

Number of repetitions of an interval.

Whether the figurs employed is in ascent or descent.
Full cadence.

Diatonic melodic motion (Wagner presuppcses these as style norms)
Non harmonic tones. .
Added 6th.

Parallel phrases.

Phrases beginning with common tone junctures.
Differences in accompaniment and lead part.
Comparison between rhythm and melodic line.
Syncopation.

Regularity.

Meter differences,

Intervallic progression upward.

Break in vocal line (sequential progression).
Acoented and unaccented.
Rhythm.

Tonality - "the sine qua non" . . . of style.
Tenmpi.

Dynamics.
Tessitura of instruments.
Triad must be the norm.

Metrical distrubance without metric incompleteness.
Harmonic completeness. ’

Shape.

Uniformity.

Wide distances between parts of a textural field.
Deviations in performance.

An attempt was made to develop from Meyer an ordered arrangement
of the elements as they would fit into a learning theory, in this
case the learning theory of Ausubel.6 Thas following charts show the
résult of this attempt. The large, subsuming concepts ares plsced in
boxes; the other items derive from them. The levels are not discrete,

but are meant to indicate generally a suggestive difficulty, pending
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sxperimental work., For example, "rhythm" is included at level four
because of the complex intellectualiszation 1nyolfod in recognising

and understanding it. The order of the items under each broad son-

cept is not indicative of any hierarchy. ‘ A
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Pulse| (Beat)

Upbeat (anacrusis)
Downbeat

Rhyihm

polyrhytha
Meter h

Simple Duplie
Compound Triple

Measure

-99-

Syncopation
Streas
Accentuation
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The next level would perhaps invelve form and the techniques

of repetition, variatlon, development, imitatior and transforastion
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(expanaiaalEupression, modd, expsctatione, itensica and r8ps8e and
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their relation to style can be deslt with very simply or bscome one
of the broadest concepts,

At thia Juncture 1t was desmed luportant to give a listening
% test to non-experts in ordsr to discover what they could hear in
t music. Ccllege students were chosen, rather than lay adults or
N public school pupils, for twe rsasons. (1) They were cloze enough
to thelr public school years to reflect ihe effects of public school
training; (2) they would be more able to verbaligze, to cope with
the difficulty of the %est, and to summon the necessary concentra-
tion, than would public school pupils. The test was administered .
college students from three Iilinois univerzities, both music mzjors
and non-music majors. They were given two "aids® not offersd %o
the experts: they had a line score to follow for svery composition,
and they were gi;en an oral explanation which included listing the
musical elements commonly heard by educated listeners. This latisy
was done to help guide the less experienced listener so thet his
answers might more nerrly indicate the true extent of his i&stéﬁing

skill.

The compositions used for this test are given below. ZEsch com~

position was heard four times.

Bach, Second Suite 4in B Klinor, Third Movemsnt

Pergolesi, Stabat Mater, Second Fart

Haydn, String Quartet Opus 20 in F Minor, Second Movement
Brahms, Strlng Quartet Opus 51, No. 2, Third Kovement
Stravinsky, L' Histolre du Soldat, Pourth Moverent {March)
Prokofieff, Classical Symphoxy, Third Movement

©

| ERIC

Aruitoxt provided by Eic:




~10l1-

The completed lins score tesis were analyzed and the responsas
placed in one of two lists, musical response and non-musical response.
Ths responses were also analyzed according to the listener’s status

of music major or ncn-muslc major,

©
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LINE SCORE LISTENING TEST - COLLEGE MUSIC MAJORS

Musical Items Heard:

1. voice doubling by instrument
2. articulations
3. major cedence in minor context ("Picardy third")
4, form identirficeztion ("Aria")
5. dyaamlic change
6. recognition of accent, but not tipe
7. Aimitation
8. dissonance
9. repuatition of small section
10. parallel motion :
1l. sequeace 3
12, minor key
13. rhythmlic repetition
14, recognition of unifying rhythmic figure (not that it unifies, but
that it runs through composition)
15. recognition of large-scale repetition (vague)
16. rerun to beginning (not identified as ABA form, though)
17. notices Barcque ornamentation--without comment
18. melodic transference between instruments in rapid succession
19. 1indication of themes
20. use of nonharmonic tones as embellishments
21, "jazz rhythms" (in Stravinsky)
22. meter changes
23, t?mpo change
VI --.T cadence
25. countermelody
26. arpegglos
27. basic I-IV-V progression
28. ‘"gteady" beat
29. delayed cadence
30. 1ldentification of periods and composers (no reasons given)
31. recognivion of superimposition of figuration over theme (no
descriptive vocabulary)
32. unusual accentuation--3rd beat sf (but no vocabulary: "lots
of feeling")
33. AB form(without vocabulary = a changeé of thought)
54, identification of: periocd and style
35. 1ldentification of: lead tone (in connection with performance)
36. use of figured bass
37. minor and major cadences and key
38. cadence recognition
39. cadential anticipation
40, V = I cadence
41, dynamic changes and contrasts
42, indicatlion of phrase ending
43, indication of large interval
44, articu’ation contrast
45, repetiiion of rhythm
46, repetition of theme

A e i) e i gt oy
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COLLEGE MUSIC KAJORS
Musical Items Heard (cont.)

47. prominent accents (visual recognition)

48, emphaslz?d octave leap (without recognition of use as accentual
device

49, contrary bass motion

50. chromatic motion

51. pedal ("held rnote")

52. descending scale (heard, not seen)

i 53. use of ornamentation

54. 1introduction to solo orchestra interlude

55. 8010 ve. group

56. modulation

57. imitation

58. moving bass (under static solo 1line)

{ 59. lndicatlon of theme (by whet instrument hears it)

60. function of rest to contrast with sound

61. 1linear, rather than vsrtical accompaniment

62. varlety through slight alterations in phrase repetitions

63. tension (with no indication of musical means)

64. melodic predominance

Non-musical Ite Heard:

l. misunderstanding of term "syncopation"
2. 1dentification of language in vocel work
3. ¥%geidentifioation of language in vocal work
’ 4. Importame of ornament (trill) over-rsted
5« instrumental identification to exclusion of much else
6. mis-ldentification of stylistic period
7. mis-identification of form
mis-identification of minor and major
8. imposition of performance techniques on score
| 9. critlicism of: performance
' recording ,
test administration
examples chosen
\ 10. description of visual, rather than aural faoctors
1l. non-analytical terminology ("very peaceful® "rhythm simple®
"tempo is even") '
i2. imposition of program ("It sounds like a song of nature--
~ not. a sad song nor happy either®) ' '
15. desoriptions of instruments and techniques
14, criticiem of performance ("Singer needs breath”)
15. Iack of terminology ("Smooth").
16. “change of mood"
17. appreciative comments ("good")
18. assumption of correct performance, incorrect score
19. 1dentification of Brahms as Baroque composer
20. mlsuse of term "gyncopation"

©
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COLLEGE MUSIC MAJORS

2l. 3identification of Brahms as Hindomitk
2. oriticism of selection chosen for test
23. criticism of tepe used for test

24, here's a selection of quotations:

"special effect”

"feeling of finality"

"tricky rhythm"

"Wwhat a part for the trumpet to cut.
"laughing effect"

wowi™

e e - a
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LINE SCORE LISTENING TEST ~ COLLEGE KON-MUSIC MAJORS

Musical Items Heard:

l. tempo change (due to performance)
2. orescendo ("increased volumc")
3. recognition of performance medium
*4, modific?tion of theme (2 got this; was missed by most music
ma jors
5. recognitlon of second part of AB form as "variation"
6. minor-major alternation
T. recognition of minor key
8. recognitlon of the unexpected (contrast)
9. recognition of unusual grouping ("S notes together")
10. recognition of changing meter ("odd counting in spots")(grupetto)
1l. recognition of march
12. general identification 9f the obvious outstanding features
(for example octaves in melody of Prokofiev- hony,
3rd movement) to greater sxtent than music na%ors, but no
vocabulary for expression (this is typical of all tested,
however)
15. recognition of contrasting dynamic levels
‘ 14, instrumental veice-doubling
15. orchestrational variety as a stylistic feature
#16. use of repetition of phrases and rhytheic patterns
17. descending scale (haard)
18. V-I cadence
¥19. Note: some use of technical vocabulary: i.e., "terraced dyna-
mics"; "chromatic ascending” not found in music majors'
tests., But wide divergence in skills among those tested.
20. semi-identification of stylistic influence--example: "Far--Rast:
for 1/2 step pattern in Stravinsky "L' Historle du Soldat"
2l. 1identificat’on of style and composer
22. rhythmic repetition
25. bass motion
24. harmenic voice spacing
25. melodic dominance
26, 1imitatlon ("bass repsats treble melody")
27. sequence ("incomplete definition repetition of same melody")
28. repetition of theme
29. repetition of phrases
30. repetition at lower pitch
31+ eltered repetition
32. recognition of rhythm of theme (without vocabulary to nxpress it)
33. minor-major recognition
34. type of composition (quartst symphony )
55. major cadence in minor key (“tierce de Picardie")
36. use of sequences
37. deceptive cadence ‘
38. tempo indication ("fast")
59. ABA minuet form (one recognition)
40. two part (AB) form (one recognition)
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COLLEGE NOR-MUSIC MAJORS

Musicsl Items Heard (cont.)

41, repetition within small space of tie
42, rapetition as an aspect of form (one recognition) 4
43, modulation to relative major (not stated in precise terms;

given as "minor to major" or as "F minor to Ad major")
44, welodic variation (little recognition) l
45. chang meter

X 46, syncopation
; 47, dynamic contrast (sometimes indicated by circling dynamic
symbols)

48, accentuatior (no differentiation between types)

49, attempt at simple harmonic analysis (ope)

50, rhythmic variant

51. imitation of rhythmic motiv (not identified as such)

1 52. use of counter melody (one)

53. melodic predominance

54, "very ug%fied composition, well constructed" (no indication of
method). .

55, recognition of figured bass (one)

56, uss of close spacing

57. 4indication of chorel appearances and changes

658, construction of melody in harmonic minor scals (one)

59. descending line under prolonged trill

60. identification of a lead tone (one)

61. contrast between solo violin and full group in string quartet

62. terraced dynamics (one)

63. string accompaniment follows vocal line

64. recognition of third beat strong dynamic accent by work
"interesting"

L 65, pedal point

66. use of octaves in theme (as ldentifying factor)

Non-mugical Items Heard: ?

1. critical of style ("too abrupt")
2, terminology ("flows")
3., imposition of performance characteristics on score
4, mis-identification of syncopation
5. programmatic (little)
6., critlicism of performance
7. hears non-existent fugue
8. 1identification of language in vocal selectlion
9. criticism of performance {‘“"soprano off pitch")
10, hearing only instruments
11, correction of line score to accord with performance
12, use of non-musical descriptive terms ("light or gay" "sombre"
"galloping pattern" etc.)
13, 1identification of items geen on line score, rather than heard
(ﬁey)changea, intervals, language of vocal selection, dynamics,
etc. .
14, 1inability to use technical terminology to describe musical

phenomens (ex: use of imposed musical symbols to describe
dynamics)

.
|
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COLLEGE NON-MUSIC MAJORS
Non-pusical Jteps Heard (cont.)

15, tendency tc hear non-existent instruments (example: horn in a
~ string quartet)

16. musical featurss hsard in terms of instruments (example:
instend of "pedal®-~"cello holds B")

17. _ indication of strong individual preference ("I hate it" “ugh")

18, historic and stylistic inaccuracy (confusion of Baroque and
Classical, Renalssance with Classical, use of harpsichord in
Renalssance) .

19. false identification of theme

20. non-recognition of simple forms (example: minuet and trio
1dent%tied as two movements, or trio mentioned as second
theme

21, use of appreciative comments without supporting evidence ("good"
"interesting" "exciting" "o0dd"™ "clear" "unusual® "“nice"
"beautiful” .

22, programmatic items greatly exceed music majors' tests

23. use of non-musical tqrninolog ("smooth; determined, tender,"
etc. (also "serious; weird ¥

24, criticism of performance some on very low lavel--"WOW!" for
execution of trill

25. criticism of composition, without foundation:
"fhis variation is too long--more contrast"
"Good delay" However, might be turned to good account with

proper training

26. velue judgments "nice dynamics"

27. s8supply of socio-econ background connected in great detail with 1
superimposed program political |

Results from testing non-experts temded to confirm all previous
findings; listeners, even those with rélatively little training, |
can and do hear specific elements in the music, which make it meaning-
ful and which contribute to the desired listening cxperience. In
most cases hearing musical elements depends upon having specific

knowledges or skills. Where these are not present the listsner's

reactions are erroneou: ! (usually) his pleasure slight.
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Chapter III .

The material deecribed'in'chaﬁter II confirmed general agreement
that peaseseion of certain knowledgeé:aha'skilla by the listener’
enhances his chance for a high level musical experience. Pre-
sumeﬁly, these skills and knowledées are a neeeseity, dlfhdugh thir
question was not answered in the study. They would hppEar'to be
neceasary for the listener te perceive the heaning of music as
posited by Leonard B. Meyer. Thus, the consensus was that know-
ledges and skills are valuable; they should be taught as they may
be the only area of music listening which can actually be taught.
Further, there seemg to be little disagreement as to what elements,
knowledges and skills are desirable, |

There are many ways that elements, skills and knowledges such
as determined by this study might be taught. Ourriculum work in
elementary music is ae limited that no teaching approach has been
either discarded or favored due to experimental work. In this
etudy, four different approaches were used. They are rsferred to
in the tables as K, P, L and A, indicating respectively textbook
emphasis, stress on keyboard pertormanee; textbook emp&asis; stress
on factual information; expectetion emphasis, stress on iisteniné;
and textbook emphasis, stress on aural-singing approach. Each of
these approaches, or eﬁphases, occupied one-~fourth of the school
year. Each emphaslis had different objectives and was evaluated
with different measures. Most of the classrooms used in.the study
followed the same gequence of emﬁhases,‘with each class beginning at

a different place in the sequenee,'as'expiaihed on page 112, ‘The

assumption was made that any difference in the ordering of lesrning

P Ty
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experiences might affect the results even for this limited trial
period. This ascumption was based upon the further assumption that
a pedagagical order can exist for the field of music instruction,
comparable to the pedagogical order of other iisciplines, and that
the present unordered curriculum which gerierally sxists for music
is not the final answer,

. Related to the proper ordering of learning experiences is the
inherent difficulty of aﬁy item to be learned. For example, some
experts contacted in the study expressgd doubt that children could
grasp the contept of a phrase until they could understand tne nsan-
ing of "phrase" as applied to language. Obviously, if this is true
there are alao many other concepts basic to music teaching which
may. be beyond the level of the children to whom they are now being
introduced. In such a case, 8k111ful teaching could accomplish
1ittle; the problem would be one of content rather than of method.
Further, the great art music of the centuries was not written as
teaching materlal, and its use for this purpose might hamper learn-
ing rather than furﬁﬁer it. In this connection, one suggestion
wag made that musical listening be taught to children through the use
of lesaer art works--~Hummel rather than Besthoven, Carrissimi rather
than Mozart--so that the great works could be approached fresh when
the student was sufficiently mature and experienced. This is a
tantilizing suggespion, but one which was not incorporated into the
present study.

Situatlons
The nlan of the original proposal was to teach four classes of &4th

grade students in two cities, each group of four taught by the same

..

y
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teacher _to avold teacher variable, In implementing the proposal,
fi2th grade atﬁdcntp wers used rather than fourth, for the follow-
ing reegons: better teachers were available at the fifth grade
level, a nuﬁbér of teachers felt that the project had a better chance
of success with the fifth grade child and better teaching situations
couid be arranged. Justification for the change of 5rade level, if
any is needed, 1s supplied by the findings of music achievement
studies. Research in this area has found that, with the exception
of factual knowledge, no learnings take place in one year of ele-
mentary .music which may not be attributable to maturation or influ-
ences outside of school. In many instances, even growth in factual
knowledge is not sufficient to be significant. Therefore, it was
felt that the chaﬂge of grade level would have no affect upon the
outcome of the study. Some thirty-five school systems were screened
from the Illinols public school systems, with the help of the State
Supsrvisor of Music and the music education personnel at the méjor
institutions of higher learning in the state. Thege thirty-five
were vigited by the investigator and five situations selected.

Schools with both average students and gifted students were .
'desired. If poor results were obtalned with children and teachers
who were above average, the chances that the material could be
successfully used in average situstions would be lessened.

Situation 1. Music speclalist with three classrooms in an
above average school in a ‘university community, where students

could be presumed to have had average or above average exper-
lences with music. ]

Situation 2. Music speclalist with two clagsrooms, in a
laboratory school on a university campus where students could be
presumed to have had average or above averags experisnces with
music. This was a different clty from that of situstion 1.

DS P
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Situation 3. Music specialipt with two clasgrovas, in an
average gohool located in sn industrial suburd dreving from middls
clagss familles. The school system placas 8p8clal amphasis on music,

Situation 4. Music spsciaiist with four classrooms, in en
average school in the suburbs drawing from middle ciass fawiiles.,

Situation 5. Music specialist with five classrooss, in an sbove
average gchool in the syburbds drawing from the Junior executive class.

Thls arrangement provided four test situstions rsthex thun
the planned two. One class from Situation 5 was combined with
Situation 1 to make a 4 x 4 arrangement. Situations 2 and 3 ware
combined.to allow for the 4 x 4 design. Situation 4 was left
intact. . The original design was satigfied in that sltuations 4 and
5 each provided a 4 x 4 design with the same teacher. The addi-
tional schools strengthened ths bvasic danign in allowing certain
teachers with special skills to particlpate in the astudy, and
allowing one situation close-by which th- investigator could
observe frequeantly. Al) the teachsrs fsilowed the geme saquence of
experiencses, with the exception of teacher 4, who followed the
original_ completely random design. The deslgn was:

Time Pericd 1“ Period 2 Period 3 Pericd &4

Group A Z, (L) X (4) X5(K) X, ()
Group B X5(4) X5 (K) X4(P) X, (L)
Group © X5(K) X, (?) X, (1) Xo(4)
Group D . X(P). . X (L) X,(4) X5(K)
School 4
Group A xl(A) X,(L) ,13(K) X, (%)
Group B X(L). . X, (F) X, (4) X, (%)
Group C X, (F) - Xg(K) X (L) - X (4)
Group D X5 (K) X, (4) X,(®) X, (%)
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This design, followed by situations 1, 2, 3, and 5, allowed
some practice at transition from one set of experiences %p the next,
and 1t also allowed the teacher to relate each set of 6xpetiences
with those which preceded and'followed. The random design used by
sl tuation 4 wasg superior for experimental purposes, but presented
great difficulties for the teacher ag far as materials, continuity,
and objectives wers conceraed. Each nine weeks set of experiences
was conceived by the investigator as a separate entity, but it was
difficult for the teachers %o accept this fact. Since the basic
interest of the project was listening, it seemed logical that all
‘lessons ghould point towaré the nine weeks in which ligtening
activities, expestation emphasis, were stressed.

Eve}y school used in the study had to make modifications in s
its schedule to conferm %o the requirements of the study. At
preaent, no uniformity exists as to the length or frequency of
music periods within the schoollweek. After each school had ad-
Justed as much as possible for the sake.of uniformity, the following
situation obtained., |

Situation 1. C(Classes met three times per wgek, 30 minute periods.

Situation 2. (losses met daily, 30 minute ﬁeriods.

Situation 3. Classes met thrae times per wesk, two 30 minute
: perlods, one 20 minute period.

Situation 4. Classes met daily, 20 minute periods.

Situation 5. (lasses mat twice weekly, 40 minute periods.
As sitwation 4 and 5 were not compared, the differences in time and
arheduling were not a factor in these situations. fThe differences
could be.a factor in situations 1, 2 and 3, where there was #lso the

teacher variable to consider in evaluating the rests. The time
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factor between gituations 2 and 3 (which were combined to make the
4 x 4 design) was not ag grsat as it seems, due to the fact that
situatlon 2 was a laboratory school which conformed to the univer-
sity scheduie of holidays and had less days of instructicun than
situation 3. On the other hand, situation 3 had a psrformance obli-
gétlon at Christmas which usurped some class time.

In situation 1, a modification of the design was made in
regard to pupil selection. 1In this zituation, ability grouping is
practiced throughout the school systsm, with one school primarily
serving the gifted student. ’The partlcuiar schodl) used in the pro-
Ject 19 the nmost nearlyy!ierage of the grade schools in the commu-
nity, but abllity grouping is also practiced within the school, so
that one_gféup was definitely inferior to the others in intellectusal
abllity. . However, even with the "gifted" student transported to
ancther scheol in the commuanity, aituation 1 represented the highest
I.Q. aversge of any of the five schools used for the study. 1In
sitvations 2, 3, 4 and 5, ability grouping was not practiced; the
students were assigned %to classes at random. Situation 5 involved
sixth grade students rather than fifth grade students. This meant
that one .sixth grade class would be compared with the fifth grade
classes of situation 1, as they were combined to make the 4 x 4
design. Although this sixth grade class has an average I.Q. of
over 112, 1s betier than the natlonsl average on the achievement
test, ITBS, has good instruction and a superior home envlrongent,
there was no evidence in this study that the additional year of
instruction played any part in affecting the scores in this study.
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During the course of the first semester, sufficlent interest
was generated among the other teachers in situation 4 that the
design was expanded for the second semester to include geven addi- .
tional classes. Although this cannot be considered a part of the
projsct proper, it does assist in evaluating the results of the
project. Each of the seven classes received two sets of experiences,
each.set nine weeks in length. The classes.were arranged into a
4 x2and a3 x 2 design. Results are rﬁrnishod in the tables
for these classes, and information is alsgo provi.ed tc allow com-
parison of the different learning materials when they are taught
by the sgme teacher. Another outgrowth from the projest occurred
in situation 4. Four additional classes participated in a full
semester's study of keyboard work. Professor James Lyke of the
University of Illinois' cless pisno department assisted in planning
the nine week keyboard materials. When interest was exhibited in
having 8 complete semester's wofk in this area, Mr. Lyke developed
the additional materials, with the aid of the investigator.

. One further addition to the original design was use of a
control group on each of the final examinstions. In each of the
five communities used for the study, a control group was selected
which took a final ex-mination but had only the regular instruction.
In scms situwiiszc the same control group took all four examinations,
in others a different control group took each test. This is re-
flected in the tables., |

Conduct of the Project

Second sem#ster, 1963-64, was spent primarily in defining the

elements, skllls and knowliedges as reported in Chapter II. An

assumptlon was made wkich proved to be erroneous, %hat a complets,
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detailed curriculum woulé not be needed by the teachers involved in
the projecf. The development of materials was envisioned as a
cooperative venture between teachers and investigator, the latter
indicating what objectives were desired in the light of Meyer's
theory, and the former making suggestions as to the specific activi-
ties which might accomplish the objectives. The areas of aural
8xills and rfactual knowledges were estimated to be those in Which
the music specialist would be most experienced and be able to operate
with independence, while the areas of keyboard and listening would
demand more direction from the investigator. This assumption was
not correct. The teachers were reluctant to g0 ahead in any area
with the selection of teaching materials and activities; at all
times they felt some insecurity as to what the project required,
Therefore, all lessons had to be prepared inm great detall by the
investigator, and sufficient time had not been allowed to carefully
prepare four complete courses of study. Only three months had been
alloted for preparation of the materials. In view of the fact that
all such preparation became the responsibillty of the investigator,
& full year would have been more adequate for the gize of this task.

One week before the school year opened, & workshop was held for
the cooperating teachers and their supervisors, with Mr. Leonard B.
Meyer in attendance. The objectives of the workshop were to ex-
plain the theory of expectation,.explain broadly what the project
wag attempting to accomplish, discuss some of the initial materials
and lessans plans, and review the testing materials.

The actual teaching portion of the study began without a

knowledge of how long it would take to accomplish certain objectives
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or cover cartain materials. Although thiz procedure is normel in
many curriculum projeéfé'where the teaching is done by the project
director or graduate aaaistahts, it 1s not recommended for field
testing programs with the arts. BSome of the materials and objec~
tives could be explored in great detail over a long period-of time,
and 2 natural uneasiness was present in the teachers as to how much
time or emphasis each lesson required for the purposes of the pro-
Ject. With five situations, each varylug in time spent as well as
in teacher and pupil ability, this was impossible to determine.

A guidcline was cstablished to the effect that the teacher should
spend whatever amount of time was reasonable tc emsure that fifty
per centof the class achleved the objectives. Without experimental
evidence, only the teacher in the classroom can determine what is a
reasonable time allotment for an activity, and at what point interest
begins to lag. During ths first nine weeks, therefor. , materials
were s%ill being written and revised, time estimations made, and
difficulty evaluated. During this time perlod tests were not given,
and this fact 1s reflected in the tables.

By the second nine weeks, a pattern was established so that the
materials could be organized to conclude at the end of three week
perlods., This faclilitated the comsiruction and administration of
tests every third week.

Structured programs generally do not exiet in music. A progranm
of concentrated learning. such as that presented in this project.is
totally absent; when materials similar to thoss of the project axe
covered in the music class, they are spread ovsir a year's program

or more, rather than bsing concontrated into a nine week unit.
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Muslc classes, llke other ciasses in the public school, are missed
for field trips, scheduled or special'assembliea, holidays, or
enriching activities. For the purposes of the project, Christmas
and other programs were minimized or'eliminated, but even & few

class periods spent in rehearsing Christmas music might result in

ane oy twn waaklia 145
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2 instruction. Thus, & limited amount of
time was avallable for instruction ir each of the four areas. Even
80, however, more time was avallable for music than is typical of
the average situation. The five gschools were selected because,
among other reasons, they had music speclalists and devoted a maximum
amount of time to muysic per week. Several of them increased thelr
time for music to accommodate the requirements of the project. fThe
I11inois State Office of Public Imstruction recommends one hundred
minutes of music per week, but in very few schools do students
receive time anywhere close to this amount.

The original design for the study did not include the giving
of a2 musical aptitude test. This decision was reversed, and the
Seashore Msasures of Musical Talent givon to all participating
students the first week of school. As has been stated, the classes
uséd in the study were not selecied at random, a design which is
rarely possible in the public schools. In view of this, 1t was
desirable to obtain informaticn as to the musical aptitude or
achievement of the students at the outset, for later purposes of
comparison., The Seashore tests are admittedly not accurate messures
of aptitude, but they have not yet been replaced by & better music
aptitude test. At least indirectly, many of the items on the

Seashore reflect the types of learnings which are desired in the
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elomentafy school--awareness of pitch, rhythmie sense, tonal
memory, and to a lesser extent volume, time and timbre. The skills
required by the Seashore measures are for the most part those used
in making fine discriminations and comparisons, in interpretation
or listening, although the test requiremesuts are both more stringent
and less musical than the classroom situation. If not adequate as
a measure of aptitude, the Seashore tests can yet provide valuable
information as to ability. Por example, there is ample evidence
that the person who can make accurate diseriminations in intonation
with respect to performance or listening activities will do weil

on the pitch sectlon of the Seashore; similar evidence exists for
other sections of ths test.

Data was obtained from two other measures which might provide
information concerning student ability: the intelligence quotient and
the score on the Iowa Test of Basic Skills adJusted tec November
1964,

Five tests were suggested in the origlinal design. Evaluation
was a major problem, and some test substitutions were made in order
to improve this facet of the study. Good tests for measuring ele-
mentary school music objectives do not exist. Music tests of any
sort are few in nature, and of these even fewer are accurate or
appropriate. Without carefully developed measures, it is difficult
to make accurate judgments of the results of any treatment., It
was considered highly undesirable to put full confidence in
measures developed spacifically for the project; at lsast one pub~-
lished test seemed a neceassity. Since musiocal memory is a crucial

factor 1n listening, the Drake Musical Memory Test was considered.

The test, nc paragon, is presently out of print; permission was
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obtained from the publisher to.reprint it. (A very similar version
now in print is the Drake Mugical Aptitude Test, indicating that
Drake may now believe musical memory to be aptitude rather than
acklevement, although no written statement could be found on this
point,) The test is marred by unmusical examples and by the fact
that in most questions the musical passage to be retairsd is re-
peated (for recognition) only after many interfering versioﬁs.
Although in listening to. music one is called upon to recognize a
theme or i1dea after lengthy intervening passages, the intervening
material is rarely designed to be interfering. In the test, the
listener must recognize small deviations ag such, and retain the
exact original in mind to identify it when it returns. Established
norms for the test are such that students can do well on the test
eveniwhen missing a majority of the items. Teacher fears about the
test were partially allayed when they saw how well their students
did compared with the norms. The Drake test furnished an inde-~
pendent pre-post measure on ope important aspect of the study.
Other tests were not used as pre-post measurement, One reason
was that preparation of the materiais was developmental in nature,
hence a constructed test might not epply closely to the actual
learning content as it was fully evolved. A further reason was that
"y constructed tests would have no established reliability and might
i. therefore be misleading in their results. The test referred to as
B the Colwell Test is shown in the tables with a growtk score; the
growth score must be interprated as only a general comparison rather

than. as specific measurement, for the following resson. The pre

and post Colwell Tasts were different tests: entire sections cf the
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sarlier test were omitted in the post test, as these areas were not
specifically covered in the instruction; many of the questions were
different; the posttest was taken with an IBM ansgwer sheet, the pre-
teat was not; much was learned about measurement in the course
of the year, and this was reflected in the test changes. Both
test scores are percentiles, and because both tests were measuring
the same general areas of 8kills, a comparison was felt to give .
sufficient information aes to be of value. Patigue factor wes
checked in the posttest, and confirmed ag of great importance in
music listening measures. It would appear that no music test
involving concentrated listening can last more than one half hour -
without the results helng seriously affected.
Other evaluative tools were designed to measure what could
be accomplished in a certain period of time such as the nine week
period, and were not meant to show growth,
Another difficulty was to obtain an adequate number of measure-
ments without usurping instruction time. More feedback was possible
from short tests than from classroom observation, for the material
was obviously successful with the better students, and the reaction
of the majority of the class could not be determined from observa-
tion. Few tests could be given in a single 20 minute clasgs pericd, |
less time. for the hecessary administration and organization details. —
Even short tests often took more thau one period, so that with the
minimum tests listed in the tahles nearly one-fourth of the time
%as gpent in measurement.

With the addition of the second senester experimental groups,

8 rre-post test was added which was adminigtered to the keyboard
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group only. The test given was the Farnum Music Hotation Tast, a
readiness test which provides a meagsure of the student's ability to
read music or follow a score. The keyboard units progressed to the
point where reading was an objeciive; in the other situations,
reading a2lso was an objective to the extent of ability to follow a
line score. After two classes had had keyboard experiences, the
materiuls were sufficiently set that a constructed pre~-post test
was felt to have value. This test was constructed and administered
as .ndicated in the tables, - °

A discussion of the evaluation and its results is reserved
for Chapter IV.

Reference has already been made to the materials used and
the teachers involved in the project. Obviously, both are of prime
importance to any study or learning, Although the teachers varied
somewhat in ability and experience, they had been carefully selected
and with one exception could be considered among the finest in the
Illinois public schools. Every effort was made %o encourage the
teachers to teach in the manner and using the approaches with which
they were familiar and expert. Observation of the teaching showed
that the teachers made small innovations in method, but never were
willing to make departures from the materisl or vrganization pre-
pared by the investigator. It is bel{eved that without exception
they adhered closely to the lessons plane provided.

In evaluating the results 6f the study, the most orucial ques=-
tion is whether the teaching-learning situation of ihe study was
sufficiently ideal as to permit acceptanée or rejection of the

learning objectives. With good teachers, a greater than average
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time allotment, and thorough preparation of materials, is it rea-

sonable to reject as impractical the objectives walch the s4udents

falled to achlieve, and accept as possible the objectives which

were ach;eved? The following assumption appears to be a sound one:

in at least three of the four areas of conceniration--keyboard, ;j
factnal and listening-;lack of lmprovement under ths circumsiancss
of the study would cast serious doubts as to the validity of the
quectives or content for one ysar in the average public school
music class. The area of aural achievement may be excepted from
this assumption, since a greater quantity of time &{s spent, in the
course of a year, on this area of elementary music than was possible
within the nine weeks' period,

The nine week keyboard concentration will serve to illustrate
the reasonableness of this assumption. This amount of intensive
keyboard work with music speclalisis is more keyboard instruction
than the average school could integrate into its program (as pre-

. sently structured) in a two year period or longer, The fact that
the instruction was concentrated increased its advantages, as far
less opportunity occurred for forgetting and loss of skill. The .
keyboard sltuation was heavily weighted with positive factors: two =
planos were available for each classroom, a class pilano expert
not only helped prepare the materials but also did demonstration
teachling in each school and consulted frequently with the teachsrs
on speclal problems. 7Tue interest level wag high; students were
eager tc learn to play the plano as the approach ugsed songs which
they knew and avoided the necessarily tedious emphﬁsis on technical
facllity. The high interest was evidenced by the number of students

©
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who, during this perlod, began the study of private pianc, and the
tact that the teachers wire barraged by student requests for addi-
tional practice time. The teachers themselves spent out~of-schoocl
time listening to the students perform thelr keyboard tasks and
marking off items such as those on the cheecklist in the appendix,
Such a concentrated learning situetion rarely exists in ﬁusic, ana
one might safely say is never found in the average classcom.
Comparuble, if somewnat modified, statements cen be made for the
areasg of listening and factual learning. If the objectives had
veen such that maturatlon played a major part, one might question
the maximal quality of these situatidns, but for the most par ¢ the
knowledges and skills desired were not of this type. Even in the
area of asural-singing activiiies, the nine week situation was
sufficiently more intensive ir the learnings presented that it
would compare favorably with the usual year's activities in this
area. Therefore, the assumption seems valid that where students
falled to improve under these circumstances, the objectives and
materials were not feasible for average public school music clesses.
This final report does not include all of the teaching materials
used for several reasons. An effort was made to place all learnings
within as musical a context as possible, so that much of the material
was presented on taﬁe with musical examples or helps. Many other ma-
terials were provided the teacher which included, for the keyboard

area, plastlc keyboards, the Pace Pisno for Claesrcesm Muslc Manual,

paper keyboards for written exercises, work sneets for student self

appralsal and mimeograpbed words for songs3 s0 that childrsn 2ould sing

to the tunes they were learning to play. Por the listening area,
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workbook-type sheets were provided for the stuients %o answer regari-
ing each listening lesson, 1lins scores and gnlded listening tapes
were-additional helps. The report does 1néiudo all of the i
objectives, all of the keyboard lesson plahg,plua reprqeéntatlve
lesson plans from the ctier arear to indicate the approach taken

in the project. Theme appear at the end of this chapter. The
only true basis upoq_vhioh to Jjudge the teaching-learning situation
would be tapes of tﬁa adtual clagses. The asaﬁnption is made that
the teachers consi;tqntly,;aught well; in the bi-weekly wisits this
was always the case. They spent far more time in preparation than
they wonld have for & normal situation, and in those cases where
the teacher was teaching four different areas to the 2ifth grade at
once (plus her responsibilities to other grades), the burden of
preparation was enormous. As the material becams rmore fami}iar,
the teachers naturally became more sk1llful in presenting it. The
reason for any failures ;hich occurred should not be construed as
teacher-centered, for the teachers were capable, cooperative, and

hard-working.
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Lesson No, 1

l. Discover highs and lows of keyboard. and where singing range
is located. Experiment with severar scunds. KNote arrangements
of blacks--feel your way by these groupings.

2. Explain how fingers are numbered for piano playing. Practice
‘Wlggling the appropriate finger that the teacher calls’ out.
Use each hend. Can place flngers together for numbering,
thunbs are 1, index 2, middle 3, etc.

5. $Sing Go_Tell Aunt Rhodie or Hot Cross Buns (familiar song , -
learned in lower grades). Five-finger positién--establigaes g
definite tonality. (Music for Go Tell Aunt Rhodie was sent to ad
jJou. -Mr. Lyke suggests that the blackboard works very well

and 1t is not necessary for the students to have the music for
all numbers.)

"1l) note direction of melody ‘
2) sing again, but with finger numbers of R.H. ;
CALL ATTENTION 3) play and sing in the positions indicated , |
T0 STEPS, SKIPS. (®,G,A) with R.H. -
AND REPEATED TONES 4) sing L.H. finger numbers (bottom TEACHER CAN o
OF MELODY of page) . SHOW BY |
5) play and sing L.H. number in DUMMY :
positions indicated (DP, D,E) KEYBOARD f

4, Have one or two children who have mastered this well play; the
teacher. supplying a I and V; accompaniment. Ask the class what
the teacher did that enhanch the tune or melody. Discuss chords-
harmony and difference between I and V.

Same procedure as 3 with Merrily We Roll Alorg

Definite and Measurable Objectives on Lesson No. 1 &

1. EKnow where ones singing range is on the pilano--learn by dis-
covery with attempts to match pltch. Check to see if the siag-
ing range 1s the same for most people in the room.

2, Know high and low parts of keyboard,

3. Know finger numbering system. |

5. Point out if Go Tell Aunt Rhodle is scale or skipwise; likewise
for Hot Cross Buns. Point out what happens on the keyboard
that makes sklps and scalewlse passages different.

6. Know what a chord is.

7. Know what harmony is.

N.B. As suggested at the conference reduce playing of songs to

two keys. Reduce left hand melody work but still give them this at
least once during the quarter so they know that melody is not always
on top and one must listen to determine where it is.




1,

2.

3.

4,
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0, 2

Roviog Go Tell Aunt Rhodie and Merrily We Roll Along (both
_hands).

Teach Little River Plowing in R,H., place thumb on O--oxperiment

by ear with thumb on D. Find correct relationships--try to

have them discover the step relationshlp of first five notes  STEPS,
of najor scale, JFipd by ear--then explain. Play with " REPEATED
L.H. in C. | _ .. ' NOTES

Have class assume L.H. 5 FP (finger pattern) leaving out

fingers 4 and 2 {0 major chord) and play melody with R.H.

while some chord C major cn strong pulse of every measure.

Mention I chcrd, since bottom tone is first note of the

pattem. . .

Find several major chords by ear. Teacher piays melodies to the
following which can be harmonized with I only: Iittle Tom .
Tinker, Farmer in the Dell, Taps, Frare Jacques, Row, Row, Row
Your Boat. '

Show how keys are lettered--A to A (inside top 2 of group of
3 blacks). Find how many diffsrent A's there are, etc.

Definite and Measurable Objectives on Legson No. 2

1.
2.

5
6.

To

Be able to find 2 note major sounds (chords) by ear.

‘Be able to play 5 notes as in Little Biver Flowing and tell

ma jor sound.
Be able to f£ind A on the keyboard.

Be able to chord along together while teacher cr part of cliass
sings songs suggested in lesson number 3.

Find total number of A's on the piano.
Understand what an octave is.

If discerning major and minor is difficult, sing a major scale,
have student check the plano sound against their singing do re
me fa sol, 1, 2, 3, 4, 5 or whatever system you use.

Lesson No, 3

1.

Review bullding I ochord--use both right and left hand. (%L.H.
5=3-1; R.H. 1=3-5). Sing arpeggiated. Play arpegglated. Play
all notes together several times. "'Build chords on ¢, G and F.
Memorize the C, G and ¥ chords as "white note chords™ or "WWVW."
Also play the 5-finger pattern starting on ¢ and G. Have stu-
dents note that the notes for these patterns are all white6 Then
try P, and have students discover they must use a black (B°)

to have the pattern sound like the others.
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Teachere may wish to introduce the two-note chord firat. 7To

avold having children play in GP, teacher can play melody and
have stgdents ghord.or have class sing melody while everyone

plays G° and B°, the 2-note .chord in the left hand.

.Using the C, P and G chord, harmonize on the strong pulses

(several students at a plano) songs from the 2nd lesson. This
might be review or new: Farmer 'in the Deil, Frere Jacques (Are
You Sleeping), Row, Row, Row Your Boat, For example, teacher
plays Parmer in the Dell in C, Frere Jacques in ¥, or Row,

Row, Row Your Boat in C. Part of class could alsc sing melody
1f only one piano is in the room. * Have students chant.chcrd to
melody. The students will, no doubt, experience difficulty in
coordinating th&lr fingeras for these chsords., This 1s typiecal,
and the teacher will need to driXl and review for some of the
stndents. Also get across the 1dea that we name a chord (ex,=~
C chord) from the bottom nate,.

a. Drill names of notes again (proceeding from A to A. (1)Teacher
plays & note on her keyboard (held so all can see)=--students
respond with correct letter. (2) Line up several students at

the plano or planos, and call out letter names--rave the students
play the note. - - -

b. Explaln #(sharps) and b(flats) on the keyboard. Get across
the concept that a # or b does not necessarily mean a black note,
but does mean raising or lowering a note. For example, BF or

Fb. Teacher should point these out on her keyboard, then have
students locate several #'s and b's. Teacher should use the
blackboard, dummy keyboard and the pianos to illustrate #'s and
b's.

Definite and Measurable Objectives for Lesgon No, 3

1.

Know the concept of a chord (two, three or more notes sounded
together).

Be able to play I chords in both hands,

Memorize the C, G and P choxds as "white note chords."

Chord an accompaniment with one of the chords, C, G or P. Should
be played on first beats or more often but done rhythmically correct.
Feel strong bezts while chording an accompaniment in ensembls.
Coordinate the fingers in order to play the chords well. .

Know names of notes (white) A to A. ' '

Understand that a # means raising a pitch to the next nearest
note, and the a ® lowers the pitch to the next nearest note

(not necessarily a black). .

Lesson No. 4

1.

2. By finger number diagram, teach the melody to Lightly Rew in
the G pattern.
ReHe 5 555
4 4
33 3
22 2
1l
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1 11
‘2 .
33 3
4 4
5 5

bs Transpose this piece to the P patiern bsing very careful .
that ringegs stay close to the keys and that 4 in R.H., 2 in L.H,
rests on BY, s

C. Teacher can aupplé al V65 accompaniment.
d. ‘Some chiidren should try the meledy on the piano or pianos.

R.B. The teacher should memorize ihese finger number diagrams,
’ 80 that she can sing numbers and play along on the dummy
keyboard. Children can then obtain help by looking up
When they experience difficulty.

Show the melody to Lightly Row in notation (key of F) calling
attention to steps, skips and repeated tones. The children
should note that space to space or 1ine to line means "skip"
and line to same line or space to same space means "same,®

8., What should transfer here is the same picture of the melody

that was used when the song was taught by finger numbers-~point
this out.

b. Right hand is playing in treble (high) clef; Left hand is
pPlaying in bass (low) clef.

¢, Clap the rhythm of the song thus:

two-eighths quarter l two-eighﬁs quarter
two-eighths two-eights | two-eighths ciuarter

two-eighths quarter. two-eightts quarter
tWo-eighths two-eighths!| half-note “

Have studente discover by ear the fact that another chord is
needed besides I to harmonize this tune. Explain the V (Vg

to ths teacher) to the children as (1) a tension-producing -5
chord that wants to move to I, (2) built from I or the five
finger pattern thus: L.H., thumb stays the same, put 2nd finger
down in the pattern, move 5th finger down to the next nearsat
note, May use two-note chord if t acher plays melody in Gle=-
students use G® and BY and F and 00, This may reduce the
mechanical prodlem of 3 fingers together. Practice this in 0,
moving from C,E,G to B,P,G and back to C,E,G. (I-Vp~I). Prac~
tice and play. Try this in G (note *# as the next nearest note
d%un that the 5th finger moves t6). Try in P (note 2 playing
B” which is in the pattern).

e A 8 o o e it et s S e it oo e e o s e oo
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Definite and Measurable Objectives. for Lesson No. .4

1. Learn a new melody (Lightly Row) and play the melody in the R.H.
(high) and L.H. (low). '

2. EKnow that melodies can be both high and low, and are often in
the .L.H. |

3. Have ability to transpose ILightly Row to another pattern (key).

4, Understend why an additionsl chord kv ) is needed to harmonize
Lightly Row. (It doesn't sound right otherwise.)

5. Knowledge that I and V, are the two most-used chords in music.

6. Unmeasurable but important to see Lightly Row as it looks in
notation, in both clefs, and abserving steps, skips and repeated
tones. This does not mean being able to read the notes--introduce
whatever ideas time allows.

7. Be able to clap and feel the rhythm of Lightly Row, naming the
rhythmic values while clapping (may be memorized at this stage).

8. Be able to bulld a V; (3-note) in several different patterns.

9. Know the fact and hopefully understand through the ear that v,
‘demands resolution. (Tension-release concept).

Lesgon ¥o, S
— N . [} -
{ 1. a. Using the printed Melody Guide, teach 01d McDonald. . First
o sing, then shape, then play with finger numbers in the air and

finally transfer to the keyboard. Note that this pattern is not
a five finger ~attern as we have had in previous songs. Ex-
plain this as a pentatonic pattern or scale--a 6-note scale
played very easily on the piano. by using only the blacks

‘ (2 + 3 0r 3+ 2)., The teachers might contrast this with the

. regular 8-note major scale--playing or singing it for the

‘ children. (Purpose is only to show that all scales do not sound
= alike. We are concerned with sound of the 8-note scala)

be .E--i--ee-i-0 can be harmonized with I and V thus: -
. Ew=} Ze-i-o
. : I V7 I

Instead of using the I ¥7 1 léarned in the last lesson, end to
facllitate playing in y teach the children 2-note chords in-
: stead og J=note chordg for the L.H. It would consist of the
N notes GY-Bb fingered § in the L.H.; V7 would consist of ¥, cb
' fingered 5-1 in the L.H, .

ERIC
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While one or two studeats play the melody on the plano, another
could harmonize at this spot--those at their seats should prac-
tice manipulating these chords also. Most students, with
practice, could manage both melody and harmony. Have the
students visualize I as blacks and V7 as white, iamediately out-
slde the two blaoks, . ' .o . . ‘

2. Review Lightly Row. © . -

5. Revisw bullding, spelling and playing the C,¥®, and G chords and
their corregponding S5-Zinger pstterns. The C, ¥ and.c
choxde should be memorized and visnalized as white note chords
(WWW). Introduce the D chord (D-Pf#-A),. Let the children dis-
cover the need to change P to F#, so that the pattern souads
1ike the otheérs, This chord can be visualized as WBW. The
A chord (A-C#-E) and E chord (E-G#-B) are the others which belong
to .this group. Teach these and :the corresponding 5=finger
patterns, Work I V7 I in the patterns or keys of D, A and E.

Definite and Messurable Objectives for Lesson Ho. &

1. Learning a new melody in the R.H., 0ld Melonald.

1 ’

2, ' Experiencing a new pattdrn in the R.H. using all blacks, the
pentatonic pattern.. _

3. Harmonizing in G0 with I and V7, two-note chords.

4. Reviewing white-note chords, pleylng and bullding -the c, ¥
and G chords (WWW), :

5. ?ddi?g~to the students' chord vocabulary the D, A and B chords
WBW). S . .

6. Playing I V7 I in D, A and B,

7. Reviewing and playing Lightly Row using both hands for melody
playing. :

Class should be able tc chant chords (sing roots) of melodies played,
Students should.see that they could sing other notes played in a
chord %o produce harmony in singing. Perhaps batter students can
sing a chord note other than the root %o these melodies. After
playing .0id McDonald students should be able to hear mistakers in
melody, rhythm and harmony of their own or when played or suny by
others., .

Stoppéd'at any spot in ﬁelody playing, student should be able to
find next note by himself (by oarg. ‘

Try to have studenis sing home tone when stopped at any spot in
0ld McDonald,
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‘a8, Teach Sally Go Round (using the Melddy Guide) in the D
pattern--R.H. playing the melody. 0Call attontion to the bleck
in the middle. This melody may be a little unfamiliar, so the
usual steps--singing, shaping, finger numbers--ghould be .
followed. sShow the melody in notation, call attention to chord
Cones (D,F# or A).,  Have the childrem point out or cirele those
melody tones which are not chord tones. Teach that these are
nonharmonic (not belonging in the chord) tones. In this melody
we have passing tones and upper and lower neicshborin tones

(sometimns called adjacent or auxilifary tones). These skould

be ldentified, learned, and pointed out in future songs.

b. After mastering the melody, notate it, and have the studenis
decide the harmony for each measure. HNoiate the chords exactly
the way they play them (I or Vg.).' Oheck the plece from the
nusic ‘sent 1f you are not sure §f details. Glve the students
some experience in writing the choris, especlally the I. Get
across thc concept that thel chord will read line-line-line; or
spage-space-space depending upon the key, Have some students
chord the harmony while another atudent, or the teacher piays
or sings the melody. Musical phrases should be stressed. This
piece consists of two 4~bar phrases, the firat ending on a half
§or incomplete) cadence (Vg ? the second ending in an authentic
or. complete) cadence (755-§ .

Definite and Measurable Objectives for lLesson No. 6

1.
2,

3.
4,

5.
6.

Te

1.

Play S3lly Go Round in §.

Know about nonharmonic tones, and ldentify them,
Know about a phrase, | _

Be exposed to the cadeances (half and authentic).
Notate chords. (I or V)

Hear correct harmony from incorrect.

See both melody and'harmony in notation. (nonmeasurable)

Lesgon No. 7
Introduce staf? notation in the following maunnex:
8. Have the children understand that two staves are used for
plano music (Joinpd.toiather by & bracket). They should count
lines (5) and spaces (%) from the board,

. They should note that generally the trebie (G) olef 1is
used by the R.H. and that the bass (F) clef is used by the L.H.
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‘A through the first leger (added) line above
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C. There are certein guideposts that the gsn see and relate
to pliches on their keybcards and piano(e% in the room (1)
middle ¢ (middle of keyhoard, in singing range belew 2 blsoka)
(2) G above middle G which the. treble clef circles (3) P velow
m{dgle C which is dotted above and below the P line by the bass
olef, ’ o . C

d, The staff should be lettered in the sams way students
lettered their keyvoards, 6.8+ A to A beginnigf with 1st spaceegz

claef, A throun
G ip each case should be b:acketed.

a. Review Little River .Flowing in O from finger numbers.

R.H. 5 =e 5 == §
4 &
3 5
2 . 2
1 : , 1

b, Notate this on the bosrd (music sent) in ¢ beginning on
middie C. Have the students clap the rhythm: two-elghtis &
two-elzhths quifter quaxrter tvo-eithhs two:?%?hts

half"nﬂ te .

¢. Have the cﬁildren note the step~-wise characéer of the
nelody and repeated tones.

d. Knowing the beglinning note is G, have then sing letter names
to the m°1°dy (C--D--E, F"'G" G Otc.).

e. Sing letter names agaln and play the melody at the key~
boards at the same time.

f. Try this same procedure singing and playing the melody in
the L.H. ~

. See 1f one of the students can notate the I (C) chord in the
J:_clef, Mnd out which measures o? the 4 (this song 1is a

single phrase) that I could harmonize (1, 2 + 4) (T/1/ vy /1)

Pick another student or two to notate the V6-s knowing how their
fingers move to this chord, see if they can Cransfer thin
knovledge to notation. . ~

h. Play the melody and the harmony with both hands in 0.

i. Iocate nonharmonic tones and V?.

-
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Objectives for Lesson FNo. 7 ;

l. Introduclag staff abtation and connectiing important guildspoats
to the plano keyboard. S

2. Knowing that generally, the R.H. plays 1n§ clef, and the L.H.
iz 9 olef. :

3. Lettering the staff, and seeing relailonships to the lettering
of the plano keyboard. .

4, Seeing and playing melody Little River Flowing from notation,
singing letter names instead of finger members in both hands.

5. éa) Notating I and V7 (Vg:) in the 9: claf for each measure.
b} Hearing the correct hgrmony for each measure.

6. Playlng both melody and harmony at the same time.

Leggon No. 8

l. Student Performance. Those 120 are taking lessons should be
alloved ©o play for the class frequently. A student planist
gives the nonplanlsts motivation to learn as muck as possible
and an opportunlty to discuss compositions in light of what he
knows from the keyboard sessions, Such things as phrase,
cadence, repetition, contrast, harmony, tone color and pedaling
can be toples of conversation which lead to further understand-
ing of the plano and its use as an expressive instrument.

2. Review staff notation. Have several students at the board
locate pitches while those at the piano and &t their seats find
these pltches at the keyboard. Have students letter the staff,
name spaces, lines, draw clefc and leger lines. ‘

5. Using similar procadure ss with Little River, notate Hot Oross
Buns in GP°, Don't bother with trying to explain the key signa-
ture. See i1f the students can determine where the lst note
should be placed if do, or 1 1s pointed out.

HQ§JCrosa_§ggs:

JJ13)47.

gz 'zez1

d343 344
I —~ &'— 'z3NT

Two phrases, point cut repetition, clap rhythm and notate chorde
underneath the melody. The I chord here should be stressed as BBB
(black, black, black..b Have the children locate the five finger
pattern in the L.H. (G° pattern) and practice I Vg (V55) I.
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4. By ear; hsve the children hartonize soms of the Zollowing suggested
sohgs which use ihe I and V7 chords only. JUse keys D, 4, ¥
and B: Skip to My Lou, The More We Get Togéther, Polly Wolly
Dnodle, Down in the Valley, Oh Where Hus My Little Dog Gone,
and ‘London Bridge. ~ :

- Slectives for Seoetn . Moo 8 .
1. Discussion of musical elements in the pleces of student pisnints.
2. Drilling and reviewlag clefs, lines and spucon'and"rclating

guideposts and pltches to the piano keyboard.

\ 3. Playing the melgdy'ahd hhrnony‘to Hot broisynuna froi notation
sz in the Key of G°. -

4, Hermonizing with I and T7 several fanilisr songe.
5. Hearing and anticipating correct hsrmonic change.

6. 'Béing able to write at the hoard the norrect letters for lines
and spaces in dothdefs. - ‘ " .

Lesson Xo, 9

» 1. -"The teacher shculd play the following scale melodies, aud ask
the children 1f they know the pattern name for these melodies

-  (geate).
"$ a. dJoy to the World 8

o, 7
- 6
‘ 5

* . . 4
o | g
2
- 1
b. Prench Polk Song § 868
77
\ 5
4ih
. : 333
] ‘ o A L ' 920.

Play tho ascending scale and have the ohildren.ging numdsrs, and
later letters to suck keys as O, P and G, Have the children
note, that certain adjustments (#'s and b's) ‘have:to be made in
keyis- other than O i¢-make-ths soule sound the same, This is the
reason' we havé key sigpuivpen-<show the signatures of G and F
in both clefs. Do not siress smcale Zingsring at this. point.

The nctes can be playel by using the 2nd finger of the R.H.

©

ERIC

Aruitoxt provided by Eic:
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¢, Another tune which makes uge of the scale is The First Rosl
(which, however; starts on 3 and goes to 1, then ascends encym- ’
passing the whole acale. -

2. Begin keyboard melodic improvisation on black note pentstonic
patterns in the R.H. Either 11 111 or 111 11 rhythmically,
13 usable. In the lower range of the qubogrd the teacher
can start a 4 4 ostinato pattern of Sthe (XP to BU) which gives
an Indian drum effect. Over these repeated Sths, one or two
students should improvise a melody (slow note values like & o
and o ) which shows some understanding of form (thinking phrase
Wise and using repetition and contrast) and a sense of develop-
ing an idea. Capitulize on the successful attempts and talk
:gout the propertiss of a good melody. (tunefulness, complete

ea, ete. ).

Objentiyes for lLesson No. 9
1. Understanding what a scale sounds like.

2. Pla a scale in a few keys and making proper ad jugtments in
pitch (to make the whole-half step seguence the sane).,

3. Understanding the need of a key signaturs and seeing thzu in
both clefs. .

4. Hearing the scale used as a part of the melody in three songs.

5. Improvising (creating) melodies and using previous experience
with melody to make a few gensralizations as to what constitutes
a "good melody."

Lesgon No. 10

l. On the board, have the melody German folk song. Cuckoo notated
in E® (music sent). ILocate the tones in the EY pattern in the
R.H. (I chord is BWB) and in the L.H. Practice I ; (Vg=) I in
the L.H. and in the R.H. (Finger Veg in the R.H. g). O5

ay Sing the pigch“ngmos from the board in rhythm (ex.
BV Gu=BP~G-=F-ED-p RO
J S

b. Decide on the correct harmony together, and chord from
symbols placed on the board.

Ce . .Chords shouid bs.nctated after deciding on the harmony.

d. Circle and identify nonharmonic tones, chord tones and
cadences 3; at the end of every four bars. (1) authentic or
complete (2).imperfect authentic (zoot not in sopranoc)

(3) authentic or complete. . - . . - '
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6. Decide how the melody should be fingered,

‘L. . . Jrom the boaxrd explain that the I chord is bullt on the lst .
degres of the soale in ..,ds (skips). Iikewise II is built on
the secohd degree stc. ILook at V~~bullt in 3rds, and to be V
wWe add :another 3rd msking four -tones. To Play our Vg, we leave
out a tone (5th) and move the bottom note to th top (invert-
ing) the chord. This makes an easy V7 (Vg.) fox our fingers

to reach, nct as clumsy as playing V7 in tﬁat is called
position. Every chord has & root, and we can harmonize

chord roots only. With the teacher playing the melody, the
students should harmonize Quckoo with B (roct of T chord using
5th finger on L.H.), and B® (root of V-, chord using thumb in
L.H.). The students can also sing these roots. Use thne key ED
(same key as Cuckoo number) and alss key of C.

g _When the teacher has shown I and V7 in root position the
children then can finger (with pointer only) snd s these
chords in arpegeio form I--EY G BY G Bb; V7-Bb D » BB » D pb;
I--Eb ¢ Bb ¢ B f, -The teacher can point to these pitches &t
the board from the notated root positlon chords. Build, sing
and. resolve these chords also in C. (O=E~G=B=C; GuE-D-P-D=B=(:
0;%-G-B-0). Also practice sing just the roots of I-v7 I (ED-Eb-
EY;..C-G-C) and select other keys. O

t

2. (Oontinue pentatonic 1mproviaatioﬁ on blacks over ostirato 5tns.
Algo try a "loping" L.H. accompaniment which would lend 1tgol§
to & cowboy-like tune in the R.H. L.H. ostinato 2 Gb pb = Db

1 5 6 5
(scale tones).

Objectives for . Lesson No:. 10

1. Playing s tune from notation.

2. Singing pifch nzmes from notation.

3. Experiencing the EP tonality.

4, ‘Baaring'tnd'decgéing‘upon chord changes,

5. Identifying nonharmonic snd chord tones, cadences and phrasges.
6. Pingering a melody from notation. |

7. Dﬁdératanding fhat.chords'are built on scaie degrees, can be
inverted, and al; chords have roots.

8. Harmonizing with, chord roots.
S. 81nging chords 1ﬁ arpegglo form.

10, Improvising over an‘dstinato in a pentatonic pattern.

ot e o ot o, S
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Leggon Jo, 11 \
l. Review songé using scale melodies (Joy to.the World, French Polk
Spng and The Firsi Noel).” Notats the scale in 0 in hoth 9: and

clef having the class sing pitches while the teacher points
to the notes. Bracket two groups of & tones each thus: -

Explain each bracket. of 4 tones as a tetrachord {tetra = 4)
belng careful not to confuse this word with chord. Every scale
has a lower and upper tetrachord. The scale can now be fLingered
using both hands; L.H. will play the tones of the lower tetrs-
chord fingering it 5 4 3 2; R.H. will play the tones of the
upper tetrachord fingering it 2 3 4 5. Note that thumbs are
not used when playing tetrachord scales. The key of C should

be used first. When the children are fingering and playing
their tetrachord scales, point out the arrangements of whole
steps and half steps which constitute a R4 jor scale,

\‘v

AT
o SR
N 3ZlL Q
e

Note that half steps occur between 3 and 4; 7 and 8. No matter
what tone is the beginning tone, this arrangsment will remein
the same, Experiment with keys of G and D--find the #'5 which
belong to these keys in order to make the whole-half step
arrangement the same.

2. Teach the first 2 phrases of 0 Susanns in GP (or P#). Note
th:: the R.H. 1s in the familisr pentatonic pattern. Teacher

. 5 : : 5
44 |4 44 4
3 . 3 33 - 13 - > 33

2 2 2 |2 2 2 22

1 I - 1-1 4 - 1 S §

I I I V7 I I IVl
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Ask tke olass: 1. How sany phras¢s (2) -
' -R !xpo 0f cadence at end of each phrage (hals
' or incosplets anc-porrect authontio)
3. Bocido upon haricny
&,  ZTranspose to kaakins cnra of the aki be-
tween 3(B) and 4(D). Mngérs should ra:ain
close to ths Xeys.

Sbisctives for ILesson. ¥o, 33 -

1. UInging & scale from notation,
2. Understanding ‘s tetrachord.
3 ' Mngering some totraohord sealas.

4, Uudoratanding the whole-half step arrangement of a major scale.

5. Learning a new song in the pentatonic pattern,

6. Identifying phrases ;nd cadences,

T. Hearing correct harmony for 0 Susanna,

8. Transposing 0 Susanna up % step.

Lessop gg, 12 |

1. iﬁt nelqg of ;ttuched German Polk Song on thg board. (Uso
yorDd Students establish tonality of D

' Looating aud playing the 5 tingor pattern with both hands.

b, Flaying I V7 I with both left and right hlndl.

C. Playing the b tcale in totraohord rorn.

.H,
W xg P b Ab Bb G Db
.5 5 3 2 2 ? 4 5
2. Students should underatand the reason for the 5 flats in the

key signature after Playing the seale. Similar approach to
~ teaching key sighatures all alung--kave their sar tell them why.

3. Before playing the melody in the R.H. attalpt to dotorlino°

a. KNumber of phrtaos (2--oaoh 6 loaauro- long)

b, Meter--does it swing in 2'. or 3'c (naturally the meter
sigﬂnt?rb wonld have to be omitted until the answer has been
glven.

Cc. Nime ot atarting tono.pnd the correot fingor (» playhd with
3rd finger)
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d. Which measures are exactly alike? (1,2,3 and 7,8,9; 4 and 8).

o. Measures which outline a chord in the melody (3 and 9).
This would then be the chord used in. the bass. '

It thege thiﬁg@”éinnof'bi appﬁ,:iheﬁ“plgj the number and see
how many more can answer the questions after hearing the number.

4. When students play ths number, they might decide on the correct
chords by ear. If they know about nonharmonic tores, you might
do some work here. They should understand that the chord in
the L.H. need not harmonize with every note in the melody
&8 usually ocours with church hymns. <%he Relody notes that are
not found in the chord played by the L.E. are called nonharsonic
tones, The nonharmonic tones (lower neighbers) are oircled inm
this number and are always P in the measures harmonized with the
V7 chord. ‘ .

5. Trouble spots might be rhythm and fingering in next to last
measure, If some drill doesn't clesr this up, skip it.

6. They have just built a Black-White-Black chord. Might try some
others (BP and Ab),

When boredg-build tetrachord scales in flat keys..

Objective is to show the whole-half step arrangement trog play-
ing. In lesson 11 they worked on 0, G agd D. XNow try G gnd
ngte gahe arrangemsnt. Once they have G° continue on to D ’

AP, ED, BY and’'F. Students will note that 4th finger in the
R.H. will drop a flat in each new key (adding & white key of
course)., When you d» this with sharps, the 4th finger of the
R.H. always adds a new sharp (black key except in the case of Bf
in the key 'of P§).

Objoggizcg for lLeggon Bg, 12

1. Students should know about the whole-half-step arrangement in
scales..

2. Students should be better at identifying phrases either by
sight or sound.

3, stndant: should be better at identifylug meter either by sight
or sound,

4. Students should know what 3 neter is,
5. Students should be able to ses ispetition in musio.,
6. Students should bo able to ses chord tones in the melodic 1ins,

7. Students might be able to see nonharmonio tones in the melodic
line. Co : .

ERIC

Aruitoxt provided by Eic:
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Les§on No. 12
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8. Students should be better at harmonizing a song.

9. sgudonta should be able to piay a Black~-White-Black chord (Db,
A® and Eb), ce

10. Xnow about sixteonth notes.

If physical problems are great, reduce work on tetrachord scales
;nd ie;{ning relation of whole and half-steps. This may be very
ifficult.

Reduce work on B-W-B chords in 3 keys.
Reduce tc one hand work,

D0 not worry about ddentification of phrases if this is difficult,

the only real indiocation here is that the note in the melody line
is longer. : . :

Lesson Jo, 13

1. ZTranspose the German Polk Song from lesson #12 to the key of
D. OClass should understand that they are reading the game
pltches but are Playing in a different key. Zasioast form of
transposition and already accomplished in less #l1 where we
moved O Susanna up 4 step from GP to G although there it waa
not done from notation. -

2. Work on establishing keys cf songs in the students by:
8. Playing a 5 finger pattern.
b. Playing the I V7 I
C. Bulld a scale in tetrachord fashion.

d. Sing the I and V7 chords as arpegglos while fingering on
the keyboard, Point'out how chords are built (I chord starts
on the first note of the scale, & V chord on the Pfifth degree
of the scale, chords have & root, third and fifth unless thers
1s a 7 after the chord like V7 where we have & notes, a root,
thizd, 2ifth and 7th,

Migit tell them that we somsiimes mix these up (using the same
notes) and then we call them inversions. 7This is done to simpli-
£y fingering on the piano or for variety.

3. Students might play only the roots to harmonize. Some astudents
might sing the root. Some students might sing the melody. More
advanced students might play the melody.

T e e o e e s e s o o et .
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4. Tonal Moncry Game ZTime. -
Tou might deviss better forms and rules.

e fqaahtr plays a tonai Iragment., Student pldyz baok in
nszinu;;2£3tuc{attgnpta. Bxzapls sight be playing

= 2w =S o
STTRL

Rows can l1line up and you can have an old fashioned spelling bee,
The mors ausical these fragments are, the better.

b. Herd game for smart alecks.

. Teacher plays phrase I (4 bars) which ends in 2 half or
incomplete cadence. Student must complete it with second
Phrase, ending on do with a perfect authentic.cadencs.

Maybe best to start with parallel periods???

‘Quoation Ansver.

4

) l:_g 1 vy ‘;r"gr'!'j!n..é-

Oorrect rhythm may be biggest problem for students. This game
combines tonal memory with improvisation (creating an ending for
their phrase).

Objectiveg for Lesgon No, 13

1. Know what transposing is and perhaps do a 1little.

2, XKnow how a chord is built snd eing some chords in root position
arpeggiated.

3. Improved tonal memory in ability to play back a tonal pattern.
4. Know about an answering phrase, question and answer,

Perhaps be a 1little more creative 1n'1nproviaing ansvers to question
phrases; sing chord roots to a song as it is played, '

{

Legson No, 14 *

1. Iuntroduce the minor_ mede by ylaying or. singing the first two
phrases of Erie Oanal in the key of D minor. Ask the class if
the second phrase is like or 4ifferent than . the firat phrase.
Have ithe clasc listen to the chords in the last two measures
of each phrase. ( I I I V7 I )., If the I choxd is named
from 1ts root, or lowest tone, what is this chord called?

(D minor). Notate the melcdy of one phrase and notate the I

[
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or d minor chord irn its proper place. Sing the tones in
arpegglo form (D-P-A-F-D). How do we spell e D major chord?
Practice tullding and piaying sévéral minor chords by first
building major chords and then lowering the middle tone. No-
tate Vo in Erie Cansl, and have the class understand that Vo
in minor sounds and is spelled the same as in the parallel
mejor. Example: V7 in C minor G-B-D-F is spelled ths sume as
in C major. Also, note that key signatures csn stand for
major or mlnor keys. One must look through the piece (meiody
;nd chords) to determine 1f the piece is iu s najor or minor
ey. _

Learn Erie Canal, both melody and chords, and transpose to
other minor patterns, such as O minor or A minor. Practice
minor 5 finger patterms, I, 77, and I, and singing chords.

Aural Work

2, Teacher plays major and minor chords and stuients dis-
tinguiph chords by souad.

b, Question and answer phrases in minor patterns.

C. Teacher plays familiar songs like Johnny Comes Marching
Home, Zum Gall Galli, Charlie is My Darling, Poor Wayfaring
Stranger. Go Down Moses, 0 Come, O Come Immanuel, Pat-A-Pan
interspersed with songs in majJor, and students recognize the
mode-whether the song is in a major or a minor key.

Objectives for Lesson Mo, 14

1.
2.

3

4,

5.
6.

Te

8.

Begin to understand the minor mode (mood).

‘Kno¥ how to build ard play a minor chord from a given major

chord (by lowering the 3rd),

Know that V7 in minor keys is spelled and sounds the same ag

V7 in the parallel major (e.g, V7 in D ma jor and D minor is
shelled A-GAE-G). ~ =T

Know that key signatures can denote minor as well as major
keys and that the home %tone determines. '

Hear the difference between miJor and minor chords.
Identify by ear major and minor songs.
Be able to play a minor 5 finger pattern.

Improvige angwer phrases in minor,
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Legson No, 35 .

1. Review (&) minor chords (b) five finger minor patterns on
several tones such as ?, G, D, E, (c? playing I, V7 I in minor.

2. Hsrmonize, after singing with the teacher, the first half of
the song Drill Ye Tarriera (Ginn, Book 5, C Minor) using
I and V7.

3. Sight read in G Beethoven's Ode _to Joy theme:

Determine (2) Nonharmonit tones (passing tones, anticipation
p in measures 4, 8, 1i6)
(b) Porm (3 Part, A A B 4)
(c) Cadences (Half, Perfect Authentic)
(d) Harmony (All I and V7)

(e) Pingering (Start on 3-use thumb of L.H.
for D in Measure 12)

Also, sing the pitches by letter-name. (See encloged sheet),

ObJectives for Lesson XNg, 1%

l. Reviewing minor patterns and chords.

2, Harmonizing & new minor soﬁg.

3. Sightreading a famous symphony thene,

4. Identifying form, cadences; nonharmonic tones.
Lesson No, 16 :

1.

Introduce the IV chord through pla ing Lavender's Blue, p. 51
in Piano for Qlassrocm Music (Paoo{. Ask the children while
Playlng the song sécond time to raise their hands when they
hear a chord that is not I or V7 (measurss 3 & 4, 11 & 12),
Notate the lst phrase on the hoZrd and have children discover
that the melody tone in measures 3 & 4 does not belong to either
I or V. Ancther chord is needed. I, IV, and V are called the
primary chords in music, and are the most used chords, RMx-
plain that IV is bullt on the 4th degree of the scale in 3rds.
To make it easy for us to play, we rearrange tcnes and pley 1t
in what is cailed an inversion. In this key (D), IV is spelled
G-B-D in root position. Por easier pPlaying we move the top
note D to the bottom, since 5th finger is pPlaying that note
alresdy in I chord. Practice playing {. I{ { in D and other
' T .2, 3 2 3

‘ 5 1 5§
keys. Note that in proceeding to IV from I, the following rules
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1

] /

2.

3
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should be obgerved for L.H.: 5 stays on same note, put 2 dowmn
ir 5 finger patierzn and thumb moves up one whole step. This
plece does net stay in 5 finger pasition. In measures 3 and 4,
the 5th finger 1s playing on the 6th degree of the scsle.

This. is the 1st exiension which has Laen introduced, and it's
important to get across the concent that not all pleces stay in
5 finger position.

Aural Work: Pick out by ear the measures where IV is used in the
following songs played by the teacher: A. Jirmie Crack Corn
(chorus), B, O Susenna (chorus), C. On Top of Old Smoky,

D. Auld Lpng Syne.

Drili: inkeysof G, F, G, D I IV I
= I IV VoI

Note: IV is played in 2 position (2nd inversion). If the
children merely understand that tones of a chord can be
rearranged without the letter names of th® chord changing,

and that this 1s called inversion, that is all that we desire.
No further explanation 1s necessary.

Objectiveg for Jesson Mo, 16

1. EKnow how the IV chord is built.
2. [Know that chords may be inverted (tones are rearranged).
5. Hear.a IV chord in many familiar songs.
4, Play a phrase which goes out of 5 finger position.
5. Play IV - I; IV-Vo-I in several keys.
. Losson No, 17
‘ 1. TUse these patterns. to establish a key (a) 5 finger pattern,
(b) tetrachord scale, (c) progression of I-IV-V7-I. Usually
used when learning new soags.
"“ 2, Teacher plays the Dear Went Over the Mountain in G from p. 51-52
of ] r m_Muslc by Pace. .One or .two students
sho be at the board jotting down the chord symbols for esch
measure for at-least the first half of the song. After this
is correct, the class can sing, or teacher play the nelody
vhile those at their keyboards and a few at the plano harmonize
the song. : ‘
3. Aural Work: fhe teacher or students piay several progrsssious

ERIC

made up from the chords I IV and V. y and the class identifies
the progression correctly. ExamplZ:.I IVI; IV I3 IVyI;
IV V7 I, Uge several ksays and avoid progressing from ¥ ZO iv.
Keys like B, BP, A, etc, should now be tried.
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ObJjectives for lLesson No, J7 - . .

1. ZEstablish a pattern to set up tonality.

2. Identify the harmony to ZThe Bear Wont Over the Mountain,

3. Hear chord progressions accurately or at least better.

Legson Ho, 18

1. Have Alouette elther on sheets or on the board for the class
to learn. The following aspects of ths acore should be dis-
cussed before beginning:

a) What makes the R.H. melody easy? (5 »P)
b) What is the harmony? (I and v7)
e ?gat ki?d of playing do we have in measures 5 and §%
nison ' ’
(d) Hhat'doga D. C. al fine mean (go back to beginning and play
to fins), ' |

2. Review playing I IV in L.H. Xow play this progression in the
- R.H. Fingering which is most suitable followss: I IV I

5 5
3 3
1 1

e €18 )

(a) Practice playing in the R.H. in several keys.
sbg Then try I IV I Vo, I and I IV Vp I
\C) Now play the roots to the chords in the above two pro-
gressions in the L. thus: '
I IV I V2 I ‘an I 1Iv V7 I
5 2 5 5 5 2 1°5

Then add the R.H. so that L.H. plays roots and R.H. plays
3 note chords (4 voices altogether ;

thus:
f

N
j - P S R
) F ' N
]

é' a. 6' ’ "‘ { é& l :-
-7 1
TE Iz 2 Z7 -
Try this progression in several keys.

Vary the way of playing 1t e.g. play waltz etyle (L.H. plays
root, R.d. plays "pah-pah," or play L.H. followed by R.H.

©

ERIC

Aruitoxt provided by Eic:
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Objectives for Lesscn No. ]18

1. Learning a new plece from notation (Alouette).

2. Understanding some simple musical terms like D, C.al fine.

3. Playing in unison, which happens frequently in music.

4, Chording with roots in IL.H. and chord in R.H.

5. TUnderstanding that chords can be gpread out, and tones doubdled.

6. Varying chordal patterns-waltz, etc.

SUPPLEMENTARY MATERIAL
KEYBOARD PLAES .~ AURAL ZMPHASIS

1. On attached dittc you will find more tonal configurations to
use in class. These are common patteras found in elementary
song serles. They can be used in games, and should be ployed
at least twice before the student attempts to repeat each
pattern.

After the children have a good deal of experiemce in repeating
patterns for you, you might have them make up some for thelr
classmates. Warn them to keep thelr own patterns simple, so
that the other children trying to play them back do not ex-
perience a lov of difficulty. ‘

2. Skip in the plans to lesson #14 and introduces minor keys.
Drill on hearing and seeing (also feeling) the difference be-
tween major and minor chords. In lesson #14 under #2, (Aural
Work), songs in minor which should be falrly familiar to the
class are suggested. You shoulé play several of these and mix
them up with major songs {from their fifth grade song book).
Have them identify the mode (major or minor). Example:

¥hen Jobnnie Comes Marching Home (minor), Jimm.e Crack Corn
(major) etc.

3. VWhen I visit your class next, I want to emphasize Question ernd
Answer phrases, such as suggested in lesson #13, no. 4. 7This
phase of work combines tonal memory and & bit of improvisstion.
This may be & bit hard for the students. We will find out
together. . .

4, Try as much as possible with the supplementary material that
I'm feeding you to focus the keyboard area on ear development.
Specifically, hearing and repeating tonal configurations, hear-
ing the difference between I and V7, and finally, hearing and
understanding the difference between major and miaor chords.

©
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Tonal Patierns for Kevboard
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Keyboard - Patterns to Play Back - Teacher'sc Copy
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5. GSample Question Phrases: (make your own patterned after these)

’I@ ; | . r 4 —
-

7 - — — Answer should use 1lst
} —- - two measures, then re-
S e turn te tonic (impro-
, ’ vising an ending),
Feur 8 in the answer,
Keyboexrd Listenlng Suzgestions

On"separate disto sheets you will find suggestions and iteas for

resanting tonal and chordal patterns for the children to plsy oack
or-fdentify. Since most of our keybosrd work thus far has dealt
with limited melodic range, the play-back tunes are sither in a
three-note or five-note range. ) '

In distinguishing between I and V, (see III), four chords will.be
sounded in each exerciss, since 8 is 2 normal pattorn_in & phrase.

In IV, the children can write the symbols at-tho.board, or varbalise
thea for you. . . Lo

These patterns are similar to the ones demonstrated recently
in your classes. You should feel free to make up soms of your own.

Skip to Lesson #8, no. 4, where songs are given which can be
harzonized with I and V». The melodies to these are on separste
ditto sheets. Play these songs for your class, and see if the
students ocan identify the chords correctly.

Also, teach 0 Susanna in @P (pentatonic pattern) as suggested in
Lesson #11, no. 2, without transposition. Have the clags decide
upon the harmony. Stress the fact that V, calls for some ¢3mpletion
(as evidenced in the half cademce at the 4nd uf the first pLvase).
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AURAL. SKILLS - SIGHT READING - NOTATION

Progran Objectives L
: Hopefully, at the end.of nine weeks the student.will be able to -

l. Read and sing common tonal configurations from notation.
2. Hear snd identify common tonal configurations aurally.
3. Identify the lines and spaces by letter name. . .
4. Vocally chord the I-IV-V chords from nexory and/or notation.
5. Hear and 1dont1f{ the I-IV-V chords from a sound source,
6. Recognize (identify) common tonal configurations in familiar
songs, . SR
7. Clap and sing basic rhyth=ic patterns from notation.
8. COlap and identify basic meiric patterns, o
9. Use sol-fa syllables, numbers and letter names in singing common
tonal configurations. . . .
10, Recognize and sing the key tone when hearing familiar songs.
1ll. Use basic musical symbols to write or copy simple music.
l12. Mollow a simple, one line score for listeaning.

the following suggestions are stolen from Leonhard's Poundationg
and Principles of Music Education -

1. Start with femiliar songs and extract from them.
2. Sing end play by ear and relate %o the scors.
3. Move to the beat of the music. .
4. Stress patterns {configurations) not single tones.
2. Use instruments to 1llustrate tonal relationships.
6. ZEmphasize improviestion.
T. Use vocal chording of the I~-IV and V. chords.
8., Set uf tonallity for eich song by ainZing I-IY—V?-I chord pro-
gression. . I . ' .
9. Bxperience with mueic should precede use of notation.
10, :Use. resl music for the most part.. . : C
. 11. - Stress understanding, not rote mexmorizatioa.
12, Bring in as many puiside: experiences as feasible.
13. TUse scores to enhance listening.:
14, Stress the advantages of resdins musio, St
- 15. Use lots of sasy music. Always. establish tonality and heat ,
before reading. Solve tonal problems by clarifying the relation- _
ship between the configuration and the tonality. Solve rhythmic o
problems by claritying'pho'rclatlonshipabotueon the rhythmic
pattern and the beat.
16. gpetchor4314aocpmpanlnont to. help maintain the tonslity and the
.. Oeat, T T AU Lt . '
17.. Anelyze music :to 1o.ate configurations.. - s
. 18, .Allou;tor\1nd1114ugl)ditrarcnggs.- o \ . :
19, D:g}:xggggng;pblolﬂnd with music reading. Mild panic is
8 ¢ . . : L , .

{

The following activitiea are suggestions only. Other more pertinent,
more enjoyable or more practical activities nay come to mind, and if
80, feel free to use then. . '

-




)

10,

11,
12,

13.
14,

15,
16,

17.

18.
19,

20,

21,

22,

23,
24,
a5.

26.
27.
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Sing exercises with syllables, numbers and note names.

Write exerciaes from dictation.

Sing tonal configurations with note nsmes, syllables and numbers,
Write configurations from dictation.

Copy music to learn how to use musical symbols.,

Sing familiar songs with words, numbers, syllables and note
nanes,

Find configurations in familiar songs,

Use competition to stimulate interest: ¢.g. & configuration
spell down. - .
Read configurations in retrograde to emphasize their pattern
relationships.

Improvise rhythms, using clapping, finger snapping, knee
slapping and foot tapping. :

Composé "songs” by combining configurations, .
"Compose” songs by notating telephone numbers: 6.g. 1,2,3,
Qquﬂﬂ C,D,RE.. " :

Sing songs inshocket, 1.e., divide melod anong several singers,
each one singing one note or esch one singing a tone in sequence.
Sing configurations in hocket. b
Play configurations on the piano.

Identlgy tunes by hearing their first few messures. "aystery
t“n‘u. )

Identify tunes by sllently studying and compa&ring notation.
Mnish the notation for incomplete familiar tunes.,

Sing tunes as they are pointed out from scale notation by the
teacher. (i.e., major scale notated on blackboard, toaes indi-
cated in tune's sequence. )

Use gestures or hand movements to symbolize tonal levels -
pitch and dynamics.

Pantomine stepwise configurations. Musical charades?

Build key feeling by vocal chording of I-IV-V-I. e.g.
O0=E~G~E~C P-AeC=A=F (=B-D-B-G C~E-G~-E-C. Start with neutral
8yllable, progress through numbers, note names cnd syllables
in key of G, initially, _

Use configuration flash cards for speed contests - competition.
Use individual and small group singing for testirz and motivation.
Clap, snap, tap, and slap basic meters and rhythns, Ask your-
self what Carl Orff would do. : ‘
Identify rhythmic patterns thiro llstening.'

Conduct basic metric patterns: 2/4 3/4 4/4,

SUGGESTED SONGS FROM S0XG SERIES

Regarding writing and note reading, the following quotstion from

Tea

M an by Howard Murphy: "Here is a known tool which

will unldck the structure of musie. Begin with the exumination of

simple music in the key of C major--or transposed to it--and continue
using only that key until the student has sufficient musical back-
ground to assimilate other keys." p., 21
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?he tol%owing songs from the common song series are in the key of C.
Book 5

SILVER BURDETT: 5, 12, 14, 15, 16, 18, 19, 23, 32, 44, 53, 55, 62,
63, £6, 76, 90, 96, 100, 111, 114, 127, 132, 138, 141, 134, 147,
154, 160, 164,164, 173, 174, 180, 161, 196, 206, 211, 214,

ALLYN & BACON: 10, 12, 16, 22, 24, 27, 37, 40, 66, 72, 83, G4,

85, 98, 110, 125, 126, 14k, 145, 152, 153, 157, 160, 163, 164,
166,"169, 172, 176, 179, 186, 188, 189, 195, 186, = ' - -

GINN: 18, 19, 22, 23, 38, 49, 54, 55, 59, 61, 83, 85, 9k, 113
128, 136, 140, 143, 145, 154, 178, 188, 189, 190, 204" 205, 205

ABc: 2, 18, 20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 32, 77,
82, 84, 142, 155, 161; 163, 174, 176, 180, 194.

POLLEFE 10, 13, 28, 29, 41, 80, 83, 85, 106, 110, 112, 115, 118,
119, 153, 161, 162, 16%. |

Because of the variety of song series in use in your schools, the
lesson plans will seldom specify songs from a particular song
geries, "However, this is not meant to imply that the song series
books should not be used, In fact, the lesson plans should usually
allow some free time during each period for regular congnainging
from the boske. Preferably these songs should be used in a. similar
manner to the regular, or assigned materisl. Por instance, motivi-
ties such as theae might be appropriate:
. 1s .Singing with words, numbers and letters.
- 2. Clapping rhythms. _

. Mndipg tonal patterns (configurations) in songs.
"4.. Analyzing symbols, musical elements found in these songs.
5. Silent reading of small sections of songs.
6o Identifying errors intentionally added to the songs by

the teacher.’ ' '
7. Playing songs on the piano or on other instruments it

available,
Lesson Plans - Ayral Skills
Lesgoy ope S '

Teacher materials: chalk, music staff liner, chalkboard
Student materials: none
ASSIGNMENT! BUY SMALL BOOK OF MUSIC PAPER (XACH STUDENT)
Objectives: '

l. Derive note ntmes and numbers from a familiar song.

2. Begiun learning note names of the O najor scale,

3. Begin learning the elements of notation:

a.. ataff

be treble clef sign

C. leger lines

d. shape of note heads
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Activities:

l. 8ing “Are You Sleeping” with words.
" 2. BSing C major scale - observs notation, use numbers.

5. Derive scals tone numbers from *Ars You Sleeping.” Sing.

4. Sing C major scale with letter names. (explain alphabet
direction and pitch direction relationship.)

5. _Derive letter names for "Are You Slee ing." .

6. Have students point out notes of song from scale pattern
on chalkboard. '

7. 8ing song as a round.

8. Explain basic notation symbols (obj. e).

Definite apd Meagurable Oblectives on Aurel #1

1. ILearn notation mechanics--staff, treble clef sign, legér line,
note values, quarter and half in 2/4 meter (although explana-
tion of 2/4 meter need not come until lesson 2.

2. Point out if Are You Sleeping moves scalewise or skipwise and
where. ' '

5. Folnt out 1f a C major scale moves scalewise or skipwise. ¥ould
like to have them understand the functional role of the scale.
I suggested in lesson 11 last gquarter that they should be able
to write one but I realize now that this is really meaninglees.
Some students didn't know how to put stems on but this isn't
terribly lmportant for understanding. Some got ¢ff and either
skipped a note or put two on one line or space and 8o invariably
ended up one off. They certainly didn't understand the musical
use of the scale, However, those that did write it correctly
may only have better, more caréful, work habits or better eye-
sight in getting 8 notes down and having them on every line and
space and I still don't know if they know much more than the
others.

4, Ability to name names of notes for music as indicated in
activity 6.

5. Have students discover by'eaé identical phrases in Are You
Sleeping--are they identical in notes and rhythm?

6. Learn where end of phrase comes so students know when to breathe

in singing the number. 7This concopt may be without understand-
ing at this point dbut we need to get started.

Lesson Two

Teacher materials: same as lesson one, plus dittoed exercises.
Student materials: none '

ObJectives: ‘ '
l. Derive note names and numbers from a familiar song.
2. Review O scale with note names and numbers.
5. Introduce vocal chording of theT and V chord.

4, Introduce 2/4 and 3/4 mster.
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Act&vitio:: ith .
i. 8ing Alf;*gl words. . .
2, Derive letter numes and numbers for Aneriga.
. Je 8ing AI!HP with lstters and numbers, :

4. 8ing exercise 1 (see nanuscript) with nambers and letter
names, . ,

5. IExplain 2/4 meter.

€. 8ing exeroise #2. _

7. 3xplain 3/4 meter. Clap 2/4 and 3/4 meter, ,

8. Learn I and V chords by ear. Sing and play ledn5e3-]
and 5-7-2-7-5 using neutral syllable. Piactice. Work

.koward goal of being able to hear or sing either chord
from hand or notational symbols,

Assignment: none.

7 i et SCRFUTADLE Obisctiveg ox Awai
1. Know meaning of meter zigns 2/4 and 3/4, 4
2. B3 able to olap quarter notes in 2/4 and 3/4 with accent. 5

3. Be able to determine meter (2/4 or 3/4) of some familiar songs

(aystery tunes) rrom hearing them and others Just by ﬁgggxigg
how they go. Thus they can name some songs or select from a

11st on tne board songs that are in 2/4 or 3/4, '

4. Xnow and write a I chord and a V chord at least in O, If you . ’
can use other keys without mixing too many up-~FINE,

5. Ee able to recognize I chord and V chord when heard. fTh.s N
means stressing retention of the sound of I at all times. >

6. Bs uble to sing America by letter name, syllable or number by
golag around the room one note per student.

7. Be able tc sing exeroises #1 and 2 by goling around the room
(letter nawe, syllable or number) one note per student. Students
muct put in accents in proper places so even these exercises are
done ac musically as possible., - '

8. Be able to stop at any point and have student sing the home
tone, eithsr in Americes. or in oxercises 1 and 2,

Legeon Zhree

Teacher materials: dittoed exercises and "mystery tunes,* e
Studert patexials: music paper (mske thelr own 1f not purchasez yet, ) ¥

Objectives: .
1. BReview C ascale pattern with numbers and note napes.
2, Review I and V ochords.
3« Identify aystery tune. _ :
4. Sing mystery tune with worls, numbers and letter names.
5. Review neters ard lesrn 4/4 meter, .
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Activities:

l. 8Sing exercises 1,2,3,4, E

2. Sing songs bsginning with.I chord: Marines Hymn, Star
Spangled Banner, Dixie, or others, (You nay have speoial
preferences from your song books. . . if 80, there is no
need to be bound by lesson plan suggestions,)

3. HNote chordal shape of opening measure of these songs,

4, 8Sing I and V chords. Relate to songs above, (I chord only),

5 P{aotigzgvocal chording and identifying I and V from
listen . . - :

6. Notate mystery tune #8 and ask-class to sing inwardly,
Bach person should write down the answer, or the song title
he thinks is correct. Have various students sing the melody
as they think 1t goes. Compare, discuss and then glve
correct answer,

7. Complete notation of mystery tune with help of cless.

8. Olap 2/4 3/4 and 4/4. Oreate chythaic (metric) patterns
using clapping, finger snapping, knee slapping and foot
tapping. WILD.

Assignnent: Copy the music of a song chosen by the teacher from the
song book in use,

Lesaoy Four

Teacher materials: dittoed manuscript tunes and exercises, staff liner,
chalk, piano.
Student materials: song books, music paper.

ObJjectives:

l. Derive ncte names and numbers from a familiar song.

2. -Identify a tune by ear. '

3. Identify a tune by sight, from notation,

4. Review scale letters and nunbers in rhythms,

3. Continye developing skills in notation.

6. Develop feeling for meter and rhythm in 3/4,

T Recognize a tonal pattern in a fmalliar song,

8. ‘Review and test vooal chording of I and V,

9. Bvaluate progreas in copying music. .

Activities: _

l. 8ing "Twinkle Twinkle Little Star" with "la," numbers and
letter names.,

2. Identify mystery tune #15 by 2ar.

3. ldentify mystery tune #3 by sight., Students should sing
sllently, write down their answer and be ready to sing the tune
they have in mind, when called vpon, ‘ ‘

4, Sing exercises 1,2,3,4,5,6 with numbers and letter names.

2+ Practice vocal chording of I and V, (still using “1a%),

6. Olap rhythmes of #5 and #6. Tivide clags in hal? and combine
the i{wo rhythms. Reverse patterns and repeat procedure,

To Identify configuration #20 in the song "Twinkle Twinkle,"

8. Discuss problems found copying song assigned in lesson thres.

Definite and Measurable Qp]egglxgg on Aural 3 apd 4

1. Improving tonal momory for & Zslody through attention to the
charactsristics of a melody. At this point they should be abdble
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to recognize two different melodies as different, two melodies
exactly alike even though in g different key as the ssug.
Future lessons will allow for changing of notes or rhythm in
melody and for changing of harmony {1 & m#lody with ¢ e student
recognizlig whether 1t 1s the same or different (even 1f he oan't
tell why). You may want to start this eotivity now 12 what is
prescribed is too simple. - :
Define aiid recognize & phrase. :

Find phmses either through words to a song or through musgic.
Know 4/4 time. ,

Be able to recognize the meter of a song when heard.

Know whers the strong beats ocour in a measurs. '

There are some unmeasurable objectives but extremely importan
ones ir this singing back of mélodies, being able to tell the
melody from the saogompaniment, seelig similarities to help
remMeaber what it sounded 1like, closely looking at a melody,
range, tessitura, scalewise, chordwise, skipwise, repeated
rhythms and so on. Ko efully they wiil also develop sone feel-
ing for a phrase, how to 3ing cne, what oxpression is appro-
priate, the nuances, etc. as well as some feeling for xetar in
& méaningful way from the music. ‘

Legson Five

1.

2,

e

‘Reference to Song Books is always to those songs in C.

If you need more tiwe on leysons 5 and 4 and the students are not
bo{;d--srortright hers, read no more, do not pass Go. do not
collect...etc,

Review time on music mechanics. 4dnittedly the first lessons
covered these with little more than passing fancy but they are im-
portant. Take time to ensure that students know the names of lines
and spaces, notes, note values, bar lines, rests, treble clef signs,
accldental signs (sharp and flat), scale, leger line and time sig-
nature. Can point all of these things out in music so they make
sénse, derive this information in a ey fashion™ from familiar
8ongs or better ways tiuat you know. about. I think we would prefer
this to be context initially and put on the bosrd separately later.
Desire these items to be testable rather than deteatahle,

At thie point students should have copylng assignments in their
music notebooks. Copying is probably the best way to learn all
of this factucl stuff--teaching 1t all in class would probadly
be very inefficient. ‘This can be integrated with lots of other
good things in life like: .
!age your songbooks home, write out ten different phramses for
OMOTIOW,
!akotyour songbooks home, write out the melodies of ten differ-
ent songs,
Take your songbooks home, write out the rhythm of ten songs but
do 1t all on & single Piteh, say first line P or any other note.
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Take your songbooks home, write out the home tone for ten
different songs.

Take your songbooks home, write out the melodies of ten songs
that have a major chord (triad or whatever you call it) as
part of the melody (Example: Star Spangled Bannsr)--can do
this with scslewise etc.

Btc. Btc. Etc. You know what is best procedurally, whether cer-
tain songs should be assigned or have free choice as suggested
above.

4. Time to get out the songbooks, pitchpipes and bscome autocratic
with a completely Silent classroom. Songs in songbooks are
about to become the mystery songs from last nine weeks. Pick
a song, give them the starting pitch only and have each and
every student sing the song through to himself siiently, in=-
wardly, without sound of humming, whistling, tapping. (We
realize they all can't do this as yet but that's why it is part
of the lesson). Now you play three songs from the songbook
on the plano and have them...meaning one individual called
upon...identify which of the three songs he as just sung
inwardly to himself. If thie goes very well and students begin
to catch on what to listen for, meter, rhythm, pitch, any
number of things can give it away...GREAT. We can then begin
to shorten the examples and give shorter msiodic or rhythmic
patterns to identify. Your Christmas mail will bring some
exercises to do after they have mastered the complete song bit.

5. Vooal chording. MPun. But point out to them in music how often
the chord eppears in 'melodies so this will increase tonal memory.
Exphasize roots. Stop class at any time during vocsl chording
and have them sing do. Have individuals sing I chord on various
pltches as you give themr from the piano. - Go on to IV and V
chords as they become proficient.

6. Reading and Dictation Exercises. Use either the sheet from 1lst
nine weeks or 2nd nine weeks. Oxnly practice and drill on every
other exercise., Use the others for sight reading by individusis
or cells. We prefer that students learn principles of scale
and skip rather than a repertoire of 48 ditties. As Greitchen
pointed out these principles are still meaningless uatil we add
the principle of more than one key. V¥e agree with her. Read-
ing is not our primary objective although the lessons plans
for the first nine weeks certainly make it appear so. We are
concerned with the principles within one key so they can sight
8ing or make sense out of it when sung inwardly, recognize
errors when different from that played etc. However you will
notsa few exercises on the new shest in two different keys.
When students sing these usze any key you wish that is best
for the student, we picked F and G as they are two good keys to
see and not necesasarily good to sing in.

Definite and Meagurable Objectives for Lesgon £ 5

l. Know mechanics of music, names of lincl,‘npacoa, notes, note
values, rests, etc.

©
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- #Set contained a total of 20 exdrcises. The same exercises were
~also used written in the key of C.
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Aural iork: Play one of the three, gee if students can identify which

1s being played. Play 3 tlnes initlally, reduce as soon
as pogsible, .
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Be able Ao matoh notation fox & wong with one of thres songs .
Played.. ‘Bs abl® to.do.this with phrasss, = - . L

Be able to..sing an axpeggiated chord on any .given note. .
‘ TRiiapor LT L s - . A

Be able to sing IV and ¥ when given I, -

Be able to sing st sight axercises on the reading .and diotation - .
sheet--at least i 0. T T & *

Moot nd T g, L L i .~ . v
Know that changing key to F or G doesn't make it any harder to
sing (1t being melodic and rhythaic configurations (patterns).

1te le

N Y
2

b ivey (2ad nine weeks)

Tt

Increased tomal memory.

- o 5y
PR

Inoreased awareness through the ear of where a 2adence ocours.

Better listening to notes and their relation to one another in
order %o0-:be ablae to .call them baak. , ;

Ineressed awareness of the role of do in the cadences and whers
1% 18 atall times.- . L -

Increased ability to listen for recurring sections in a plece
9f music. : _ _—

These are in some ways difficult to measure but I think we can
get at these pretty well. Hearing along with singing is impor-

tant to us in this lesson.

1,

2.

3.

&

5.

o e e e

-

Ap underatanding of questions 1,3,8,9,10,11,12 and 15 on Students
Listening Guide. -

Abllity to distinguish fast from slow music--this means given

some reference point as somewhat in ths ®iddle. Should think -
:gud:ntshcould count in a moderats tempo without assistance from
8 ‘LORs Qe -~ - N ; ..

Ability to 1listen for accents in music and hence be able to’
distinguish 2/4 from 3/4 time. :

Be able to hear (isolate) a rhythmic.pattern in & plece of music
and sither tap or sing it back or recognizs it as same or
dixtqrtnt:ttoa-:npth0r~nhythl*yattornm~-!bv,dbtatn vhythm -
patterns from the music or given by the teacher.

A beginning of unierstanding of Low pulse allcws a number to
£it into patterns or form- to- tie music together.
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6. A beginning of underatanding of the idea of contrast contributing

to form--contrast in this cass belng fast and slow.

7. & beginning of understanding of how rhythmic patterns repsated
either in whole or in part can make a plece fit together ints
a whole plece with some balaroe ox form, ' : :

inite

1. Be able to listen to a theme or melody and draw its shape by
contour lines, R N A

3

Identify the melody or theme by short or long, skip or step,
- what register, whether ornamented, whether calm or sxcited
in expressive quelity and rhythmic flow,

2. Be able to hear this theme or melody in an orchestral context,
5. Define notif.

4, Hdarli iotif in a theme (use aianplon on tape as an-oiorciso).

5. Kuow that melody moves toward a goal. We don't want to overw
emphasize motifs and themes and their use by a composer so the
listener never hears the important musical idea of melody.

6. Know that tension created by
rising melody
big .skips |
stops and starts in the rhythw
crescendos :
~ use of tonality moving toward do or 1. -

Definite and Measyrable Objectives on Listening #3
1. Be able to follow a 1ine score and not gat lost--at least not
too often. - .

2. To asgociats the idea that notes higher on the staff are higher
in‘pltoh and vice wverss, . : -

3. To look &t i meter sign ind be able to count the meter with
- proper accent.

4., Know what a measure is.
5. Know meter signature for walts ‘time, for march tine;

6.’ xipwlidgc of what notes uri faster, quartofn er sixteenths and
what they look like, - - | S

T. EKnowledgs of smusical symbols and what they meen like repeat
sign, slur and stacoato, axpression marks etc.
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8. BNote, at least visually, the key change at variation 2 and
return to original at variation 3. Oonsequently know whers
to look for the key even if they don't know what key is what.

9. Have some rggponii to what dé%tod rhythms are like.
10. Xnow meaning of word Coda.

1l. Know meaning of word countermelody.

12. Have some idea of what strings, woodwinds and brass socund like.

Knowledge of instruments continually integrated into the
training. . '

d Mea able ective ten

Hot sure that we really have any. We now feel that students need

to hav:sgq:e,iiongliglntqd ou:.;;g rigg o:hcr; in ;go n%;ic.t This
1s a high level skill we are talklng about snd we hope. this type .
of lesson makes, so blp,Itil . 858pd. . I certainly hope. it is better
than th2 boy-g %1 ﬁaginesaatha ‘we had fhet;%rst nine weeks.

l. . _J:p?;veq would bs. that students could listen for (in any

. & oontrast

b. harmony ’ '

¢. types of ingstruments used
-4.- melody and.number of themes

rg

6. .BeBAT. ... .0 oo ii _ :
£. key o B .
g. %ﬁatead of listing all %tens, }dhbpofthe 42hg:¢ationa og
¢ sheet mi Lve. &, betier idea of ths gs ws fee
students nigggﬁﬁggdﬁio to llaten to in music, =~
wie g tne-we [, B0 0% g0 PREPUERIN X! . t.

2, Imfggg ? eig;;!;xim Joo ALT1oult, Thero ssems to be s
Braak, £eat Of; gopfusion gmong musiclans a3 to where phrases
ocgaé. PSomo ago clear-cut, others doubtful. Think wo should
only talk about the clear-cut phrasss. '

TR LI N0 e - lts i turn e PANE
|gUT, L

TOONrCG ) AT R T , ‘ D .

1. Regoguise 2/4,, 3/K petsr,, pon-netricel or mlti-metrical mustc.

2. Know (define correctly) accelerando and ritard. -

3. Knbw, counterpolnt, harmoslo wriftng aid differsnce betwesn the two.

4. Know mumleal, texture (that is thi 988 0r thinness,of instru-
BORIELDn OF Shpris, BaTAcnLeN, AL of thimem, o OF lastrs
5.. Recognize oadences whsh heard,. . . 1"
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5. 3e ;bie ¢ name . these stylistlc characteristics of Olassical

musiec, : ) B

&, reégular beat, no changé of tempo ' - :

b. aimple rhythms, mostly accented on the bea

c. melodies that are tuneful, balanced in charsctdr, with
pauses and cadence points where ons expects thim~-few
surprises. -

d. simple harmony using mostly the I IV V chords

e. fairly small orchestra, mostly strings with some woodwinds

f. linstruments playing in their middle range--neither very
high nor very low C |

(May want to use questions or rage 8 as good review for style
charactaristics.) .

Definite snd Mesayrable Objectives for Listeping #6
1. Werghould try very hard to convinée students that they should
ligten for form in all kinds of music. I think it is very

doubtful whether the average student will be able to hear much
fora, ~ ' - ‘ ‘

2, ‘They should know,, howéver, that when one tzlks about form, ons
1s talking about the musical organization of a piece of music,

5. They should know that form i1s common to wil art objects, raint-
s architecture, literature.

4. ‘They should be able to 1ist some of the component parts of form ’
such as shape, balance, texture, etc. They should begih to - |
understand some of these. j

5. Should know that contrast is part of balance,

6. Should know that ocsdences mark the end of smali organized sec-
tions and that oné must listen for cadences to hear how these .. |
smaller sectlons have form and how they contribute to' larger |
form., L.

7. EKnow that balance is obtained by similarity or contrast.

8. Enov that balance doesn't meen equel in length. 4 pound of |
feathers and a pound of lead are egual in waight snd balance
but are not equal in size.

9. Should know how @ compossr can vary a melody, by alteration,
emblllishment, variatiors of tempo, rhythm, pitoch, key, eto.

10. TUnZortunately, this gounds pretty factual and intellectual.
I doubt if anyone hears forw unless he is looking for it and so
Sveryone must know what to look for first. If they rave some
structure to thair listening then they will begin to hear thinge,
including ferm, that they weren't specifically looking for,

Hopefully the objsctive of this lesson is to get each student to

hear a 1ittle bit more in music than he could hear bsfore this
lesson was taught,

. !
o : S
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Listening Lesson No. 2
Ieacher's Guide

2l0dy=- ) (1 8

The purpose of this lesson 18 to introduce concepts related to N
melody. V¥s all know that it is easier to think about ideas for '
Which we bave a nsme. In this sense, listening to music may be
something 1like walking on 2 busy city street. We usually pay
little attention to the charscteristics of the people we pass.

But if we wers forced to identify a seldom-seen relative, arrivi
at the train station, we would have in mind gome very definite
features a8 we searched the crowd. .

If this theory does not sees too far-fetched, then you see the .
1dea behind this 1lesson. It scems that almost everyons can recog- o=
nize certaln ‘unes "by ear” but, if asked to explain how the tune
was identified most people would be at a loss.

1f we describe a man as "about 5'9", medium build, blue eyes,
black hair, about 55 years of age, we have not been so definite as
to make it possible for someone to have a clear picture of the man.
But we have called attention to gome key features which supply a
framework for our later £illing in. In the sanme way, we do not
completely identify a melody by listing its key features, but we

do a better job of directing our thoughts and focusing our atten-
¢lon. _

Th¢ concepts used in this Lesson are él shapc, (2) progression:
conjunct, disjunct, diatonic chromatic, (3) dimensions: length and
range, (i) rhythmic flcw, (53 ornamentation, and (6) uses of melody:
repetition, davelopment, sequence, and contrast.

Obviousely, this 1ist of concepts is not exhsustive. Nor does
it apply to 211 kinds of muasic in all eras. However, for the pur-
poses of this project, theuse concepts seem to be the ones most

needed co develcp an understisanding of melody in relation to expecta- -
tion. -

The plano music has been left off the tape. You play thuse for
the students as time allows, but we want to reduce this lesson to
half 1ts former length.

Por instance, %o check student's understanding of the term ghape,
you might dlegram the shape of various melodies on the board an
then play these melodies in random order, askirg students to select
the one3 which have rising or felling shapes. Or have students draw
the general shape of a melody that they know. Or ask them to listen
to some of the melodies heard frequently on televieion and report
back to the class on the shape of theae tunes.

©
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You might also test tiheir ability to detsct shape by asking
them to recognize which of the melodies that you play on a given
page; feor instance, play one of the meiodies on page two and have
etudenis write dowa the correct nuzmber.

We kope you will be able to lead the class to ask questions about
the things they do not understand. It 1s natural to sassume that
teacher explanations are helpful. in presenting new ideas, but when
the ideas are as elusive as most of the abstracilons we are forced
%o use in discussing music, it is difficult to know whether children
reslly understand something unless we give them an opportunity to
recast a thought in their own language.

I ax particularly concerned about giving the student the wrong
idea for what constitutes a melody. The Student's Listening Guide
gives "$i5.” after most of the examples; this mesns that all that
is shown is a tune or a theme, and not the complete melody. Far
too often we become concerned about a theme and the treatment given
it by the composer and fail to see the more important total picture,
the picture of the entire melody with its high and low spots, its
tension and release.

Posgible narration

"What is & melody?" Is it anything like a tune or a theme or
o motif? Let's find out what the poets ha.e had to say. One Tn
Pan Alley songwriter decided that "A Pretty Girl is Like a Melody,"
Bu{,d:hat song tells us more about pretty girls than it does about
melodies,

Robert Burns, the Scottish poet (1759-1796) who lived about the
saﬁe :1me as Mozart (1756-1791) had this to scy about the same
melodies.

"Oh my love is lire a red, rad rose,
That's nearly sprung ir June;

Oh my luve 1s 1like the melodies,
That's sweetly played in tune.”

John Keats (1795-1821) looked at musicians on & Greek vase snd
decided that:

"Heard melodies are swes*, but those
Unheard
Are pweeter."

{tdmay»be.that Keat's girl did not play in tune &s well as Burn's
ady. .

Maybe we should consider the dictionary definition o7 melody:
“A sveet or agreeable succession of sounds."” This helps some, but
not a whole lot. People could have very different ideas about whet
makes "sweet sounds." A miser might think the clinking of coins 1is
the best melody possible. A hungry man would be apt to prefer the
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eound of & steak slzgling over a fire, 4 8chool boy might think
the most agresable sound poesible is the class bell at the end of
each school day. o A :

From following along this far, you can tell that music is hard
to describe with words. We could J2lk sbout melody all day long
to someone.who asd never heard one. By the time we finished talking,
he stil%'would not know the answer to the question “"Waat is a
melody?

Iisten to thcib,exaiples and write down the names of the tunes,
1f you oan. (You have hsard .all of these tunes on television.)
(Examples 1-5 e

The first one was "Winston tastes good like a cigareete should."
(0f course, we realize that cigareties are not really good tasting.)
The sccond was "Please, pleass, do not be =2 1livtterbug.,” Shiréd wag
"See the USA in jour Chevrolet." Number four is the "Punersl March
of & Marionette,"” the theme .of the Alfred Titchcook hour. And last,
you heard an.excerpt from the "William Tell Overture,” the theme
of the Lone Ranger, . - ..

What was 1t sbout thege melodies or themes that makes it possible
for you-to tell them apart? One thing is their "shape."

ghape

Shape in music 18 a borrowed word. Music takes place "in
time" instead of being like a painting, all there at once. When
we say "shape” in music. we mean the pattern the tones make in our
mémory as we compare what is happening pow with what happened before.
If we write the notes on paper we can gee the shape our sars he )

us to hear.

Look at examples 8lx. seven, eight, and nine. These are parts
of melodies that begin on one, repeated tone., Let's listen and
discover what this kind of shape in melodies sounds like, (Examples

-9),

One thing you should notice.ig that repeated tones lead you to
oxpect a change. That is, you know the melody must eventually go
up or down--it camnot just piunk awsy like "Johnny One-Note" for-
éver, When you hear s series of tones that are almost the same the
nalody seems to have a nsutral shape. You might compare such a
melody to a straight lins,

How listen to these melodies (examples 10-16) and decide if they
are raising (going up) melodies, or falling melodies (starting on a
higher tone and moving to a lower one),

Which'onoa went. down?(10,11,12,13)
Which ones went up? (14,15,16)

Tou may want to say "some of them did both-~they went up for a
while and then came down.” And that is true. A melody cannot con-
tinue in one direction for too long or it runs out of room. You mey
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have seen Victor Borsge, the musical comedian, or television. One
of his jokes is to begin a frantic scaie run, up and up the keyboard
untll he finally reaches s0 far that he falls of? the piano stool.

Most melodies tend to turn around after high or low notes and
g0 the uvther way. This shape gives the idea of oirocling around one
point. Listen to examples 17, 18 and 19.

Now that we have found out about "shape” let's try to decide on
sonq other ways to desoribe & melody. Iizten to thess examples (20,
21,22,23). Fow compare these examples (24,25,26). What did the
first group have in common? What did the second group have in
cormon? .

first group: disjunoct) moving mostly by skip
second group: conjunct) movisg mostly be etep

Notioce that the melodies that move by step can move by two kinds of
steps: whole steps and half steps. The Beethoven and Wagner melodies
(25,26) are repeated on the tape here so you can point out that the
one moves mostly by wholie steps, the other by half steps. The
Bsethoven melody moves mostly by whole steps, while the Wagner
melody moves by half-steps, except for the skip at the beginning.
Listen to this Mozart melody. How does it move? (play example 27)

So far we have found two ways to describe a melody: its shape
and its way of moving. (contcur and progression)

Another feature of melody is ite "dimensions." Imagine a sky=-
scraper-~it is very tall but not so wide. 4 wareshousé is just the
other way: not very tall, but fairly long and wide. We can tell a
bullding by 1ts shape and by its dimensions. Por example, a toy
bullding and a skyscraper may have the same shape but different
dimensions. (1llustration)

A melody has two dimensions~-length and rangs. Soms melodies
are very short (play exsamples 28, ;S? While others are quite long
(play examples 30,31). When we say & melody 1s long we mean it coes
for quite a while before coming to a point of rest, Notice that
example 31 muct reach ita end before teking a bre-ih. (play example)

The other dimension is range--how great is the distance between
this highest and lowest note? Listen to these two roups of melodigs.
(play examples 32, 33, 34, 35) Which pair has a wide range and
which has a narrow range? The firet pair hed a wide range. The
second palr had a fairly narrow range.

Register

Melodles can have the same shaps, way of moving and dimensions,
but a different "register.” Some melcdiss are meant to sound in the
high register (play example 36) and others to sound in the low
register. (play example 37)
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Ornagentation

B

Some melodies are decorated oxr given less importent notes around
the notes that make the framework of the melody. In example 38,
Mozart has used e figuratiorn to decorate a simple a triad,
Couperin uses ornsments to embellish the nelody ir the next sxample.
(example 39) .

Rhytkato fiow

Inegine a stream, flowing peacefully tharough the woods. Oome~
pare that to a geyser like Old Paithful in Yellowstone Park. Theo
peaceful stream has a regular flow, but the geyser 1s uneven and
irzégular. The rhythmic movement of music has these extremes too.
Some uelodies seem to move along without pause, while others g0
in spurts and bursts. Listen to these examples and decide if they
Seem even or uneven in their rhythmic flow. (examples 40,41,42,43)
The first peair flowed evenly. The mecond pair made sudden stops.

Uses of §elody

Now that we know about shape, way of moving, dimensions, regis-
ter, ornamentation, expressive quality and rhythmic flow, we are
ready to see how composers use a melody. “%he television people
usually take the kind of melody we call a "tune" and just repeat

1t 1f they want to meks it last longer. (example 44) So do CORpOSErs
(example 45),

Many composers take a very small unit of melody, cr a notit&
and work with it. To understend the difference between a "tune
and a "motif” let's vse another picture. A tune might be coapared
to ¢ shape like & square or a triangle. (illustrations) It is
complote as it stands. A motif is more like a few dots. We can
arrange these dots in many ways. (illustrations)

In Besthoven's Pifth Symphony a very short motif is used as
the ceed that grows into an entirs movement. (play example 46)
We hear this motif again and again--sometimes repeated and some-

times changed slightly, but always present. Beethoven 1liked *o
do this a lot (example 47).

Another way to use melody is to write a sequence. A ssquence
is a repeated pattern that starts on a higher or lower pitch
(examples 48,49)

Still another possiblity is "contrast." Conirast means to
do the opposite. Listen to example 50. It begins with a bold
flourish and ends with a singing, relaxed movemeni; notlics the con-
trast in Mozart's Overture to Jon Giovapgni (play example 51).
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Gohnod: Funera] March of a !hrgong:tg
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" Rossini: Nilliam Tell Overture

Maledies have characteristics that aake

it possible to tell them apart,
Now many of the television melodias

shown above can you recognize?
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%m: w. K. 188, ist movement




U

. F: . I_
) J. 8. Bach: minor, llt¥§0V¢Itﬁt} |

certo for & Harpgichords an < A

— =
_ )
s * ‘ ] ; o= . [ (] "

N\

Chopin: Sonata in B uiuo;, Op. 55,_3éd sovemeat : ' ‘
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fachalkowsky: Chanson Triste, ocp. 40, #2

A melody has a SHAPE that looks the way the melody sounds. The melodies
above begin on a repeated tone and have a fairly level shape.
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Mozart: 005certq in A major fof Piano and Orchestra, K. 488, lst movement

E_N

‘ﬁh

M £
i : ——n

Mendelssohn: Trio #1.4n D minor fdr.Vto;ih,'Ceilo;_Piano, Op. 49, 2nd movement
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Berlioz: Symphonie Fant;astifque, Op. 14, 4th aovement (

"March to the Scaffold")
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Beethoven: Symphony #1 in C, Op. 21
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Some melodies move m&inly in an upward direct:ion or in & downward directtou.

Which of the melodies shown above (10-16) have an upward dirgctton?
'Which of them have a dowawaxrd direction?

4

| gt - war - W e e Wl ER LY e see LI . -

4

'Y i
N L R e LY o, .—-.-o».--w»-.oo-.-nm'-‘-
h
(Y]
v vy, L
(¥




Dvorak: Symphony #5 in E minor ("New World"), 4th movement

way. This shape gives the idea of circling around one or two points.
(examples 17, 18, 19) . ) )

Now that we have found out about a melody*s “shape", let's try to decide on
some other ways to describe melodies. Listen to these examples:
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Franck: Symphony in D minor, lat movemant
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Btahms; kéxgghonz #2 in D, Op. 73, 3rd movement v
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Haydn: anfceé in Eb for étriqgs, Op. 33, #2 ("The Joke"), 2nd movement
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Mozart: Coucerto in Bb for Bassoon and Orchestra, K. 191, 1st movement
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Prokofiev: "Peter and the Wolf, Op. 67, ("The Cat')
M

Now compare the three examples played next:
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Mozart: Sgrenadé in C minor for Wbdkwinds, K. 388, 3rd movement
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‘Beethovens Symphony #9 {n D mindr, Op. 125, 4th movement
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.. Wagnert "Song to che Evenihg Star" from Tannhauser

X What did the top.four melodies have in’common? -
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B What did the bottom three melodieg have in common?
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' : : Mozert) W in C, K.' $51, 3vd mover.uc - 3
. \mcasures’ 44-47) i
»T fi;f Naticc that the melbdy by thnet énd thé‘Hbzart welody shown above move L ) i

B fé;f - mostly by half steps. .

_ Another feature of melody is its “dimengions". Imagine a skyscraper--it 1is
«  very tall,. but ,not so wide, - A warechouse is just the other way around--not
very tall but quite long and wide. . We can recoguize a building by its shape
and dimensions. For instance, a toy building and a skyscraper may have the
same SHAPE but different dimensions. v

A malody has two DIMENSIONS: length and range. Some melodies are very shorte--

I, | | gy

>‘ f_0 @ agffor :=

7
h

Mozart: A Musical Joke, X. 522, 1lst movement
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'J._s. Bagch:

Fugue #9, The Well Tempered Clavier, Vol. II )
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btheg melodies, are quite long-=
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J. S.,Bach: Organ Fugue in G minor
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. ;' . Brahms: Quintet for Clarinet and Strires, Op. 115 ' :
f? [ When we say a melody is long we mean it goes for quite a ghile before coming
to a point of rest., Notice that Sxample 31 must continue for ten measures
- before "taking a breath",
t Another dimension in melody is RANGE: Hos great is the distance between the
! highest and lowest note? . . . R
"rLi;:eﬁiiaithebeitﬁé groups -of melodies. Which 'h é;é”widehianget' Which have
N & narrow range? - a
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Rimsky=-Korsakov: “Plight of the Bumble Bee" from Tsar Saltan (Opera)
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Frahms* Variations on a Theme by Haydn, Op. 56¢
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Prokofiev: (Classical Symphony, Op. 25, 2nd movement

The melody =bove is played in a fairly high register.
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Prokofiev: Peter and the Wolf, Op. 67, "The Grancfather"

The melody above 1s played in a3 lower register.

ORNAMENTATION

Some melodies are decoratad or given less important notes around the notes
that make the framework of the melcdy.

In the example below Mozart has used a figuration to decorate a simple A
minor triad.
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Mozoxrt: Plauwo Scuncta in A, K. 331, 3rd mnvement
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Ornaments or embellishzents are often fouad in the music of conposers who
lived before Mozacrt.
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Couperin: La Pleurie ou La Tendre Nandtte, (Herpsichord)

RHYTHMIC FLOW

Some melodies muve in an even, steady way. Others have a stop and go kind of
motion. Listen to the melodies shown below and decide which ones seem to move
in a regular, steady flow. Which ones seem to have a stop and go motion?
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Uebexras Quartet, Op. 22, Z2ad movemenc
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Mozart: Concerto for Piano, C ainor, K. 491, let movement

USES OF MELODY.

~ One way to use a melody is to simply repeat it over and over. Television
melodies are often used in this way.
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T.V. Melody ("Winston tastes good*™)

Composers like to repeat, too,
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Stcavinsgy: "Danse Russe" from Petrouchka Soite

Yany composers take a very small unit of meledy,

it. To visualize the difference between a tune a

of & tune asg befng a complete pattern....like
below.,
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or a motif, and work with =
nd & motif, you might think ¥
the square or triangle shown e
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But & “motif" 1ig wore 1ike
S ohapes and patterng.
Y

= 2 few doto. 1t com be combined into wany different
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Beethovan: ‘'Fate ®mativ, lst movement of Symphony #3% tn ¢ winor, Op, 67
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Beethoven: Pilanc Sonata #21 in C, Op. 53, (”Hélds:giﬁ")--lct movement

SEQUENCE

Auother way to uge melody 15 to uge a sequences

repeating a pattern om a
higher or lower pitch,
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J. S. Bach: Brandenberg Concerto #4, 1st movement
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Mozart: , Piano Sonzta in Eh, K, 282, 2ud wovement
CONTRAST IS another POSSIBILITY in MELODY
Some melodies begin with a bold flourish and arswer with quiet gesture,
/——\\ e T \
= = e o e ot —
_;-» T /| L P o/ N g o o & < - d e
. o —1——— P e  —— > 7 ﬁ_éA, 3>f*¥ : ; : 7
= T - :gg.é. R ar Do iﬁ L
N

Mozarts Symphony %] in €, K. §51 ("Jupiter™, 1si movewnent
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Mozart: Don Giovamai, K. 327, Overture

Colxcll Ho, 12 (Rovised)
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Eine Fleine Fachimusik
W. A, Mogart

Points to notice and questions to answer . -

In order to onhoy d1fferent types of nusic, one must listen to
a lot of rusic. This lesson is designed to help you hear and see
someé important itams in Mozart's Eine Kleine Nachtmusik. You should

liazen for these same items in all (lassical music.and in most other
music. - o :

1. Hearing what ksy a piece ig in 1s very important for Mogart,

Note in this piece that it is played in uniron at the beginning
except for the first chord, .

2. KNotice that the melodvy uses chord tones.

5. Notice that we have two bars of chord tones on the I chord and
then two bars of chord tones on the V chord,

4. . Notice that the first two bars have a rising melody, the next
two bars answer this with a falling melody.

5. From listening to the tempo of the number, what do you think
allegro means?

6. Could you hear that all instruments were playing the same noteg
and that there isn't any harmony?

7. A string quartet ig playiﬁg thls number., How meny and that
' instruments would this be?

8. Yhere does the harmony begin?

9. Hozart uses the ides of contrast when he hag & bars in urnizon
and then 4 barg of harmony.

10. e first cadence occurs in bars 9 and 10 end when Hozart wvangs

o end this sectlion he plays the V/-I cadence twice to make sure
you hesr it.

11, fThe fest at the end of measure 10 algo tells you that a sectlon
hzs eonded,

12, Looking back we can sece that we have had 2 four bar PATARCG -
only the last phrase had 2 extra bars added on %o enphaglge
the cadence and %o raige your 6xpectatlons when the phrage
didn't end whea you expeeted 1% to end.

15. %his exzpeetation ig inereased boeanse the phrase ends on a Bigh
nota,
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12, In bar 11 we have contrast agalr with the pileno merking, What
does this mean?

15. MNozart uses trills and grace notes in this piecs to make sil
the acalgs and chord progressions more interesting and not like
an exercise,

16. Look at bar 12. XNow lock at bar 16, The quarter notes have
changed to eighth notes. Are 8th notes faster or slower than
quarter notes? These measures sound alilke beceuse the same
pitches were in the first presentation with the grace notes,

17. DNotice that the tempo is goenerally regular throwghont the
aumber, .

18. Measures 15-18 are so nearly the same as measures 1l-14 that
we expect a stopplng place in measure 18. We do have a
cadence, a V-I and the I is emphaslzed with the sP marking.
{What does this mean?) However this is not a real stopping
spot as the steady 8th notes in the bass pueh on.

19. He galns contrast with a loud-goft passage twice in 18 and 19,
He then uses a crescendo to point out a climax or high point.
What is a crescendo?

20, In the section marked transition, we have new matorial that is
different from anything so far in theo plece., Mozart has
apparently decided to try another theme in a different key and
1t usuaily takes a transition to get to another key easily.

2. We have evidence of the new key with the C# in bar 21.

22, Can you find 8 complete scale in the music which will emphasize
the new key which is D?

2. For 6 bars Mozart emphasizes this new key, all the notes are
eltker D (the new key) or C# (the sharp which has been added to
Yhe one in the key signature.) He uses only the I and V chords
for harmony to emphasize thig new key. He keeps us from getting

24, By now Jou cean notvice that the steady 8th notes give continnity
0 the plece.

25. By measure 28 you feecl confortable in the new key apd o he
introdueces a new thene, thems I,

26. Hozart uzes the materlal from the lst barp of the new thems 3

51meyg to make sure you have caught on ard eam remembop tho new
pideinle

&7 IL you ecan'’s gee or hear those things, raise your hand right
not7 and ask yonr teachor vhat in e wozrld 1o golng on.




28,

30.

31.

32,

33.

37,

38.

39.

40.
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He tires of this theme qulckly and introducss a third thewe
in bar 35. To emphasize that thig is 8t1l) in the new key (D)
he hag the cello play only one rote in each measurs on the
first beat--I VI V. He repeats this theme twice to make

cure you have heard 1%,

Be 1s now ready to close the first section, called the exposi-
tlon. ?There is some thematie material from theme II and gome
from theme I, - Can you find 1t? The material from theme I

1s unison (so was part of thems I wasn't 1t?) Measure 53 ig
80 like measure 10 that we 8xpect this is the way he will end
it. However he uses two new bars (which we will hear again
later) to finish this first section,.

Now as you look back over the first section or listen to it
on the repeat, can you tell whethsr the first theme, second
theme or 3rd theme has chord tones (either I or V chord)
making up part of ths melody?

When the piece was in G, how many strong beats were on the note G?
When the plece was in D, how many strong beats were on the note D?

Ended in bar 55 in the key of D. When the repeat starts over
at the beginning, we are immediately back in the key or G.
This should sowund unexpected. When it eventually goes on in
bar 56 and plays the same tune as the beginning only in the
key of D, 1t sounds more expected,

Bar 58 1s not like bar 3--he doesn': drop down a note and so
weé expect a new key, probably E major or E minor.

We expect a strong chord in 60 as we had in bar 5~-only we
don't get 1it.

We do get a new key in bar 6Q--the key of C which we didn's
éxpect and we also have the 3rd theme,

This section from 56=T0 is called a development because the
composer uses the same themes as befors only in different
keys. Composers can use other devices in development but we
will talk about them later,

The mugic is loud at bar 76 %o emphasize the return to vhe key
of G,

Afier measure 76 how many bars are Just like the beglaning of
the plece?

A% bar 101 note that theme II is now in the sama key as thene

~ 3 L .

A% ?a§ 109 neto that theme 3 ig BoU 1n tho same koy ag thonn
T, (G ~
- P [ ]
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After bar 1.09 how many times is theme III repeated?

Cen you hear these itemg we have discussed without the kelp of
the line score?

Does the line score help you to hear anything in music?

Measure 116 is 1like measure 43 and so we expect. the semc kiad
cf ending @s in 51-53, fThe melody from 54 is in 127 and
repeatsd in 129, !

d back in bar 55)
terial called a Coda, This material
bar of the pilece.

45, How many phrages or stopping spots dld you notice in the pisce?

Definite and measurable objectives on Ractual f1 Clesaicisn

l. The years of the Classicsl Period.

2. Characterisiics of the period.

8. If everyone used cormor sense and good taste, the world would
be a better place.

b. There must be & rule for everything--including & rule for
acting and thiuking,

C. Music must follow rules and be understandable to the mind.

ds PForm of music could be perceived by the mind, emoticnal
qualities of music like sadness vere minimized.

&, Everything dignified, formal, restrained; the paople, their
dress, archltecture, art, etc. '

-

Husiclans of the Olassical pericd dizcovered:

8, The right combinastion of instrunents to sound righte~the
_ symphony oxrchestra.
be A musical from which could cxpress the 1deals of classiclsm
best--the sonata.

“. The greatest compossrs of iha peried were: Gluck, Haydn, Mogart
and Besthoven.

Dafinite ancd ieasurable fibiectives on Factusl #2

Uhy does Beranstein call it éxact music. rather ithan other terms?
Is all exact music played 8Xactly ihe same?
Is foilk music exact musgic? Uhat s velk musie?

Are Bach apnd Heangdsl clagsical COMpPOSers?T
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5. Describe & fugue (at least in Bernsiein language, more if
possible),
6. The Merriage of Figaro is an opera (true cr false).

T. An overturs to an opera puts music together inte one plece from
the rest of the opera (know what an overture is),

8. How did Haydn surprise listeners with his symphony # 94% ¥hat
otaer musicel ways are thers of creating surprise®

9. Fumber of symphonies Haydn wrote.
10, What humor devices did you hesr in Haydn's #1.02%
1l. Beethoven stretches all the classical rules almest $o the

breaking point. Some idea of what ig meant by stretching in
nusic,

Definite and Measurable Cbjectives for Pactual #£3

l. Understand that Mozart was a real genius in music--wrote
equally well in many forms.

2, Mozart was a Pine keyboard performer as well ag compesger,

J. HMozart had a fine ear. To musiclans this mesns having the
abllity to hear and retain the melody, rhythm, harmony, what
instruments are playing, etc, In Mozart's case, he could retain
the entire number, not only the melody.

4, Mozars composed the operas Idomeno, Marriage of Figars, Don
Giovenni, Magic Flute.

5. Hozart lived in Salzburg cnd Viemna Ausiria.

6. Hozart and Haydn were good friends and influenced cmch other
musically.

T. Hozart lived at the time of Gezorge Washington--the Qlasglcal
Period.

8. He received his trainlag from his fether.
9. T:)es of music be wrote and some ldea of each, syophonles,

concertos, (viclin and piano primuarily although others as
well) 8irlng quartets, diveréimentos, serenades, operas, o NLES.

Unmeagurable

1. Hear the Mozars musie om %ha record,

2. Se0 %he fllmetrip nnd get a 1ittle bebtor 1dea of ihe 11fe and
Hlnea.




2. Where -Haydn 11ved‘(V1ennarand Esterhazy Huvgary). o

3. Haydn worked in the patronage systen, his‘patron was Prince
- Esterhazy.

4, Advantagss end disadvantéges of the patrﬁnage sysien.

5. Training as a choir boy with some work in the Italian vocal
style under Porpera.

6. Haydn's work improved by copying Mozart.

7. Wrote symphonies, quartets, trios, divertimentos, serensdes,
concertos, sonatas, operas, masses, oratorios.

N 8. ZLater symphonies written for London (Salomon concerts) were
among hi= best.

9. Wrote oratories Creation and The Seasons,
iO. Wrote at least 104 symphonies, some say 120.

1l. VWroie the surprise symphony which is #94 and probably most of
those. we hsar the most are numbered abeve 94,

«195-
Definite and Meagurable Objectives for Factual #4
| 1. Period in which Haydn lived. .

2, See the filmstrip and get a better idea of the times.

Instruments of -the Orchéstra Factual £5

Instruments of the orchestra cannot really be taught in a single
lesson. The instruments sound too different due to registers and
special effects. ¥e hope that the material can be incegrated into
every listening lesson and the sound of as many instruments as
possible pointed out tao the students.

Our only concern with this lesson is that we begin to teach the
materlal that will allow us to say "listen to the clarinets in this )
passage” and the students know clarinets from oboes. .

A certain amount of factual informatior may be neceasary tc make the
class a good class bul all of you have taught this any number of
times and Xnow more about 1t than I do. I would expect that at this
time you might show them a plcture of the imstrument or any other

Uhmeasufable

l. Hear ‘the Haydn music on the record.

device that helps them remember.
i
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On the tape:

Violin--Haydn Violin concerto #1
Mention Stradivari's time as about 1690, violin invented about
100 years eariier.
Fanmcug mmikers in Oremona Italy, Ausyl and Guarmeri.

Cello-=-full neme violoncello, not violincello.

Invented or developed about the same time 28 the violin only
was first used only for accompaniment. (I think I used
gg:thgvon 5th and perhaps Wagner Prelude to Tristan for

8.

Flute=-=Mozart Flute Concerto
One of the oldastof 1nstruments, 10 005G BC? Blown like a recorder
through Bach and H..del's time rer the most part.

Oboe~-=Mozart Oboe coucerto
Double reed, someiimes nasal sound, an ill wind that nobody
blows good.

Béseoon--nozart Bassoon Concerto
Another old one, means bundle of sticks but looks like & bedpost
(pre Hollywood)

Clarinet--Mogzart Clarinet Concerto » :
Invented about 1690 by J. C. Denner. Mrst used in the
orchestra by Mozart and prominence came ahout this time,

French Horn--Haydn Hunting Horn Concerto
Uses natural horn, which it really was or a combinaticn of horns
untll late Beethoven or even later when the valves were added.

Trumpet--Haydn Trumpet Concerto
Was really only a bugle until they added valves about the time
of the Jlasslcal Period.

Trombone--Russian Baster
The oldest instrument which has retained its present shape.

Definite and Measurahls Objectives for Pactual £5

1. Students be able to recognize common orchestral instruments
by sight.

2. Students be able to recognize commorn orchestral instruments by
sound--at least 1f they are playing in middle rogister without
aay speclal effects.

[R&C‘
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1. ‘swtgt_lcnts_np}m_ulm have some idea that in better, music, there are
“Hoe “thingd ‘to hear and ‘that he’ can hear something new in each
listening. More pbvious misic 1s usually of 10!0;- quality.

2. Haydn used folk tunes in hie music and yet followed strict rules
of _canpgpi,_tiqg%ﬁ k o

5. Can hear the difference betwesn Haydn and Bach o;z the example
used 1n the lesson., e .

4. Know that there is influences of both the common man and the
nobil{ty in the music -of the OClassical Period.

5. ¢ Know-‘thet -contrhet: 16 a basic prineiple :of composition. Com-
posers obtain contrast by contrasting types of music (vigorous
dance with ;y‘rip.gl melody) fast and slow, loud and soft, 1
“ SHatriment’ agath ’ig_ - f >

an ‘orchiestra, ete. -
APt ol S .
6. Know what 2 part music ias. |
TE LI TRl g I g L

7. Know when composers folloyell etritt.rules. .They than began-
. Yo broak rules but tried to do it so it wasn't noticeable. Per-
1% hapstd masichl- oxanple like making an' 8 measure phrase 10 bars
long would hold. R A : ' -

8. XmW that Mozart and Haydn melodies ere better than other com-
posers, thelr harmony more subtle, and the fact that they did
. cleverly break rules.

AN
3 AHRT .

i

9. Form means that there is a definite balance and shape to music.

10. Hopefully hest“4n’ ansWering phrase in Bine Kleine Nachtmusik.

11" Kibw’ thia¥: Jibart Loth 18 (&) theme 1n hohe Xey, (b) new melodic
material and {c¢) returh of ‘theme to lst key. -

12. Enow that firs¥y movements of most Nymphonies in sonata form.

13. Know- tﬁaa’tf-fe"gyer'%'ﬂs‘tfeﬁarg, Ity to 1isten for es many things as
~~~D0B8LbLe-aL-0nce;, they hey he able 45 listen. euly -0 -1 or 2
, items at a time.. NECEINICI S

Definite and Measyrab
L. Kow that  sbnats’ tbiﬁiuf ib Exposition, Devolopment, Recapitulation.

PESRAR- IS SR A B = SR L . .
2. “Knbw ‘that Rxpositlon’ 1% main theme; Development is parts ox
' t!rgiﬁfg'-'\ax;d‘*'chw’g‘ed? Fhemes .end that Recapitulation is return of
A madietheme, v o o |

SATRRNTIL g UM T, DAy

L

g bblestives o

* . e “ag n e . Loy ..
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3+ Be able to hear a theme--maybe the develoﬁmoht and return.

4, Be able to define symphony as a sonata for orchestra, 4 move-
ments fast, slow, minuet orscherzo and fast..

5 Haydn is father of the symphony.

6. Know what dynamice are and that they origiuated with the
Mannheim orchestra. .

T. Know the names of some of the best symphonies of thdﬁ.
8. Know the nemes of some of the best symphonles of Mozart.

9. EKnow that orchestration means right tone color and combination
of instruments.- .

16. ERROR on p. 4, Examplega of your script; There is an example
of only the exposition of a Haydn symphony. ’

11. EKunow_that concertos and symphonles were the two most popular
forms of music in the Classical Period. ,

12. Know that a concerto has 3 movements--lst is fast in sonata fornm,
2nd slow and 3rd fast and dance-like.,

135. Recognlze a cadenza, know what one is and what type of music
it might occur in. )

14, Define chamber music. Know the 4 movements, fast (sonata form)
2ud slow, 3rd scherzo and 4th fast.

15. Hear difference between & piano and a clavichord.

16. Enow what a recitative is--half music and half speech to empha-
size speech. It tells a story and connects arias.

17. Xuow that an aria is a song for 1 or 2 persons.

18, Know that an opera also has ensembles (3 to 8 persons) and

~ SAMPLE LESSON
EXAOT KUSIC OF THE CLASSICAL PERIOD

We have spent some time talking about when the Olassicel Period
in music occurred /1750-1825), about some of the world events that
were going on at that time that influenced the musicians end somo
facts about the lives of Mozart and Haydn that help one to under-
stand why they wrote the kind of music that they did., We would 2now
like to talk about the music they composed, what makes it different
from other "exact"” music, how one can tell an opera from a diverti-
mento, the kinds of music Haydn and Mozart write, what to listen for

~ in muslec and so on.
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There is really no logical order in which to learn about the
mslc of Haydn and Mozart as nearly all of the important thinge to
listen for' are in every pisce of music. It is easler to listen for
only one thing at a time when we listen to music 2nd that ig what
mdst of us should probably do. The more ezpert listener you become,
the more things you will be able to listen for and hear all at once.
One of the distinguishing things about exact music is that no one
can listen for evecything at once and so even the most expert
listeners hsar something new each time they listen to a plece of
music. This 1is one of the maln differences between good and bad
music; with iaferlor mysic one can hear and understand everything
the composer does in a few iistenings.,

There 1s mcre to lietening than just having a geod ear to recog-
nize a melody or tell whether the note went up or down. %The more
o8 knows about something, the more he enjoys it. Those of you who
know a lot about bdseball can really enjoy watching & baseball game,
elther at the park or on television. You know what to expect and if
something unusual happens, you really eajoy it, you laugh about it,
talk about it to someone else, think about it in your spare time
and compare it in your mind to other baseball games you have seen
or heard about. One doesn't expect a pitcher to pitch an entire gane
and give up no hits nor do you expect a batter to get a home run
everytime he comes to the plate. If you do see a game where either
of these happens, you appreciate the fact that the pitcher was
really & good pitcher or the batter a good batter. However, if you
knew nothing about baseball, you wouldn't know what was good or
bad, commonplace or unique. If you saw a game with only 3 hits
by one side, would this be good or bad? The same is true of music,
the more we know about music, the batting average of the various
composers and performers, the better we can enjoy kinds of nusic,
the better one can appreciate the music he hears. The best educated
person knows a lot about all things, music, art, science, business
and go on. We also know that the better educated person is more apt
to be successful in 1ife AND enjoy that life.

One of the characteristics of Haydn that we should remember is
that he used folk tunes in his music. If we know that Haydn used
folk tunes in his music, we can compare all other composers whe used
folk tunes with Haydn. While working witn the Bsterhazy's, Haydn
came in contact with a lot of Croatian fulk tunes. He new that
everyone,; nobility and common folk =salike, likes to hear & familiar
melody. He used these familiar, popular, tunes of his day in his
nusic while still strictly followlng the rules of composition. 1If
& composer uses a melody that we know, it will be easier to remember
and recognize as we hear it reappearing from time to time in a long
plece of muslc. Folk tunes also have good rhythmic accompaniments.

Let's listen to 3 dances, the first dance is a compoged dance by
Bach. The next tvo are dances by Haydn using folk tunes.

Capn. you tell the difference?

Can you hear that Hayda really "swings"?

©
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Contrast is a basic principle of music composition. Nearly all
mvsic needs at least two different rarts. ZXEven having two parts
is rarely enough to sound liks a ‘complete composition and compogers
usually put more than two together or repeat one of the parts. One
can hear contrast in Eine Kleine Nachtmusik by .Mozart. Pirst.there
is a vigorous dance and 1t is contrasted with a lyrical melody.
The lyrlcal part was originelly only played with 3 ingtrunents,
hence its name trio. This pisce then ends with the vigorous minuet
belng repeatad, . . .

(This piece 1s not on the tape and need not be played here.)

Writing two-part music isn't difficult as the composer only has
to worry about two melodies and they are often short. Two-part
music was the bread-and-butter typa of work for both Mozart and »
Haydn. However, if two part music is eagy to write for Heydn and —
Mozart, why wouldn't it be easzy for everyone? Qf course it ig. -

Iisten now to this two-part music Mozart's Minuetto from Eine
Kleine Nachtmusik. . ‘

Did you notice how regular and formal this plece was? Both
parts were 8 measgures long, both parts repeated, both parts ended on
the key tone or do, and so on. Much of Mozart and Haydn is very
exact and formal like this piece. However, when we try to decide

why Haydn and Mozart were better than other compoears we find these
three reasons:

l. Thelr melodies are a little better and more elegant.

2. The harmony that they added to their melodies 1s a 1little
more subtle,

3. They cleverly broke some of the rules of composing.

Haydn and Mozart did break these rules but had to do it in such a
way as not to make the listener unconfortadle, We gormally expect

an eight-bar ohrase with a cadence at ‘the end. Listen to this number
by & classicsl composer snd notice that he has extended the phrase

%o 10 bars which is easy to do but we expect the cadence to occur at
the end of the 10th bar but instead we get a surprising chord, a .
complete change of style, a lot of new material and the chord that —
we expected doesn’i come avout until bar 43, 28 measures late, -

Play Beethoven Violin Concerto in D major on tape.

Being able to recognige these familiar tunes and rhythms is im-
portant but it still doesn't tell us much about what makes music
great. One of the most important items for a composer to consider
is form. Form means nothlng more than that there is an orderly
fashion to the way sounds ure put together, that there is a definits
shape and balance to s piece of music. Man has form and balance, he
has & left arm to balance the right arm, a left foot to balance the
right, He has only one head which is put in the middle of his body
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so thers is balance, Music of the olassical period is strongly
governed bty form. This 1s easiest to hear in short pleces becaunss
we can remember whai the whole number sounded like and can picture
in our minds or our ears whether the piece was balanced.or not. The
longer the music, the more difficult this becomes and 1s one of the
reasons we have to listen to some music over and over to understand
the shape or fornm.

Classlcal music is often composed with & motive answering a
motive, phrase ayswering phrase, cadence answering cadence and go .
on. When one phrage ends on & half cadence, 1t is usually answered
by a phrase ending with a full cadence and then we have what is
called a balanced or symmetrical period. When we have a period
answered by anothei period then we have simple two~pari form.

. Listen to Minuetto from Eine Kleins and see if one can hear
phrase answerlng phrase, cadence answering cadence, and period
answering perlod. -

Part I is, to a certain extent, final sounding because.it ends
solidly in the home key. Yet we do not accept it as the end of the
form because the music has not been in progress suifficiently long to
call for a full stop. However, when the very same cadence appears
at the end of Part II we can acoept its finality because it completes
a symmetrical pattern involving two periods. Hers is an example o2
the simplest kind ef counterstatement, an answer by literal repeti-
tion. . To be sure, the slight harmonic digression at the beginning
of the second period makes a great difference, enough to give the
cadence of Pert II a greater feeling of weight and arrival. As you
listen for ths harmonic flow of classical music, you will become aware
that the broader and bolder a harmonic digression is, the stronger
will be the cadence which eventually brings matters back into balancs.

Before we compare this number to one slightly changed, lat's
listen to the differemce between a planc and a harpsichord. The same
number, a Sonata by Haydn will be played first on the plano and
second on the harpsichord. Notice that the harpsichord can't go
as fast as the plano.

Now llsten to Haydn's Rondo fror Sonata for Clavier in D mejor
played on the harpsichord and liston to the form.

Certalnly this is different from the Mozart example., First
we cannot make out perfect balance between Parts I and II, »ecause
Part II is longer again by one-half. How did this come about? V¥ell,
the cadence at the end of Part I doesn't end in the home key but
rather in the dominant key. fTherefore, Haydan explores the new key
and then must meke his way back home wkich takes extra music. The
mathematically perfect balance of the equal parts was destroyed but
because we are satisfied that he finally returns to the home key, we
gét a sense of balance or completion. It may be necessary for the
composer to relntroduce the first melody again to give you a clue
that he is back in the home key which is what Haydn does in this
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example, ¥aen we havs this them® in the hows key, some nsw melodic
naterisl or themes in a different key and then the return 6f the -
first iheme in the originsl key, we have 3-pert form which musiciocns
eall 435 A form. g SRR o : T s -

. - IZ ons wers to expsnd thisi small 3-part form and maks sach =
section loager, we would have what 1s callei Sonats from which.is
one ¢f the primary contributions of the (lassical Peried to music,
The first movement of wost Sysphonies writien a% this time is ir
strict sonata form where the firet theme &nd most importent theme
is pleyed in the home key, then there is a contrasting section in
enother key with a theme of 1ts owa and then in the recapitulstlon
or return one hearg the first theme in the home key and if the .
gecond . theme 18 also*present, 1t is in the same key as_.the most im~
portant theme. The first movement of the Quintet in EP major is a
good exampls of Sonate form, tkhe two themes, one in hunt style and
the other in a singing styls are the contrasting thames. f%his
contrast which we hear in ths Quintet is not & hard and fast rule
for the classical perlod but 1{ does .become more true in the period
that follows Olasgiclsm, form 1825-1900. Haydn somstimes viocliated
this rule and used the same theme but he still foliowed the zame
form as the second time the theme was in a different koy, almost
always the dominant key. - ' :

i . . . -
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QURSTIONS TO POFDER

l. Vhy is 1t important to xnow ag Euch a8 possible éﬁout muslo?

; 2 TP It is easy to hear a lot of things a% once in music,
| 3.. TP There are more things to hear in the "better" music,
i 4, 9 P Using folk tunes is characteristic of Haydn.

5 TP One can hear both popular agd forzal elements ia the musioc
of the Classlcal Period. .- : -

6. T P Mozart and Hayda tried to piease:tha public ae well as the
- nobllity with their music.

7. T P Composers often try to cover up some of the familiar tunss
- in their music. :

8, TP C(omle operas were written in a very formal style.
9. T P Contrast is a basic concept of music.

10 2 F Oneiexpécts phrasas to be 10 bars in length in classical
music.

11, T PR Recognizing form in music 18 one of the most important
th;pgslto listqn for.

l2. T F The more a composer digresses from the main melody and key,
the more emphatic we expect the return to the home key to be,

13. What is sonata form?

a. expanded 2-part form
b. axpanded 3-part form
¢. expanded 4-part forr

B U

©
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CEAPTER IV
Inzsnrﬁzztmxon :

In scrutiniging the resuits of the study, a large number of
_,quivocal itens can be found for which several different interpre-
tations,are equally appropriate, Little will be sald about thege
beyond a brief refersnce, since no conclusions can be.draun from
them. If the study had been confihed to the design of the original
bropossl, and only two schoolg used, mugh more orderly results .
would have been obtained from whlch spurious conclusions would have
been deduced, Thq.add1t19n of three schools allowsd for greatly
increased daﬁa, much of it blurring the conclusiong rathexr than
clerifying them but offering opporturity for & more realistic
appraisal. The study identiried more prodvlems than it 80l7ed;

some of these will be briefly slluded to. The chapter will be
arganizéd upder the following headinge: teachers and students,

materiale, ordering, aﬁd itea rssults,

Teachers and Students
43 previously stated, <he teachers were above average in their
skills and alse in their cooperation, They spent many hours of
preparation time beyond what they would have had %o spend in a
routice situztion: they were very interested in all the evaluative
measures and the suggesticns of observers; they continued through-

out. the.year to improve areas in which thay or their classoes

seamed weak, and to plug the geps" which were madse apparent by
teating. They genﬂf&lly had oxcellent physical facilities and 8

time scaedule wuch more géndrous than the average. Avallable te
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them, in additieon to the detalled laéson plans, were a wide varieiy
of supplementary tesching materials and alds, ac explained in the
previous chanpter. In interpreting results, one must conclude that
the teaching situation was markedly syperior to the average ele-
mentary nusic program as it presently exists. '

This 13 net to say that each teacher and each classroom did
not have peculiar weaknesses as_weli as strengths, the cognizance
of which will help in interpreting resu;tﬁ. feacher 1 was a half-
time teacher ir a Unive;aity comanunity who coul( spend much more
time in preparation than the ¢cher, full-iime, teachers. ‘The
students she taught represented the highest collective I.Q. of
any of the five schools, yet she was faced with the situation of
one "slow" class for which all of the materiels had to be rewritten
in simplified form. On standardized I.Q. and achievement tests
this "slow" class was above the nationsl average, but they were
habitual underachievers. To cope with this situation, the clags=-
room teacher was enlisted in a cooperative effort to teach
unfamiliar words or concepts needed in the musica} learnings, and
e dlfferent preparation was made for the ¢lass by the muslic teacher.,
the oless remeined low. in achlevement as compared vo others in the
projJect. Teacher 2 had the most impressive academic bacground of
the five. She had been through the doctoral program in music .
education at the(gn;veraity of Iiliagis, understocd thoroughly.
Meyer's theory of expectation, end ked much experienct as &
cliniclan for sessions on listening and appreoiation. She was

most interested in, .and able to utilize, the materlals.used in.

listening: ™~ stndents in school 2 wsre largely children of
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university faculty, and vere gheracterized by verbal akills,
willingness to discuss and contribute to ths class dislogue, and
sophistication regarding materials and testing. These gtudents
might be considered "oyor-participators.” Obscrvition of class
work in school 2 invarisbly gave the impressiozn of high level
achievenent, but thia'lnpreaaion was not corroborated by test
reaults. The impression may have been due to a few advanced stu-
dents who carried the turden o? class participation, or to the
gensral atmosphere of the laboratory school which fosters more
freedom and independence of response. An unusually high percentage
of students in school 2 study planhd o instrumentai musie.

Teacher 3 was :npcrlpr to the other teachers in presenting the
factual materials. She was able to introduce a Tvariety of
interesting activities which captured the atudents' attention and
Promoted effective learning. She was, on the other hand, somewhat
uneasy with the keyboard unit. The students in school 3 were
fairly average in respgct to the number who had private music A
lesgsons ouiside the school sltuation, as were alaé the students in
school 4. Teacher 4 was the least well equippad to cope with the
aateéialo in the projeot, alihough she was willing to shoulder

the ru-ponaibilitiep of praparation and cvaluatloh. Many of the
ideas and some of the teralnology used in the project were foreign
to her, and in several. instances. ware taught incorrectly fsr this
veason. Zeacher 5.can be cited as exemplifying the elementery,
muglc teacher todsy. She was well-trained, had many years of |

exporience, and was skillful both as ausicisn and tesoher,
Initially, teacher 5 was opposed #c the keyboaxd phase of the

. gl

7




=207~

project, but became a strong proponent of this actitity &8 she
werked with it. 8cho.]l 5 hes.rescentiy modifisi its elenentary

g

muglic curriculum on a permansnt basis to utilize soms of the
materials used in the project. 7The students in echool 5, 1ike tkose
of school 1 and 2, were above averszs iz home advantages snd out-

slde musical experiences.
Materials ' =

The materials used in the study were not redlcally different
from that considered to be the standard content of music. Aural
and factual materials ioro comparable, if not identical to those
found. in ths typical grade school song texts and teacher's manuals.
The Eoyboard materials represented a class piano approach, foilow-
ing clogely the method of Robert Pace. The listening matcria}g
ingluded familiar songs and Classical works generaily accepted as
suitable ‘for grade school listening, such as the Haydn Symphony
Number 94 and Mozart's Bine Kleine Hachtpusic. The stated objec-
tives were without excsption comparable to those listed in curriou-
lum guides, in methods books, and in tcaohcr'a manuals; no disacnt
wag voiced by the {eachers as to any. 1ack of feaslbility of tho
objectives.

Th; study was unlque in twq aspescts. Mrst, it confined .
itgolf as narrouly,aa rossible to music of the Clessical period,
and those objectives which could be accomplished within this
limitation. Second, it anphasized actual achievement of the
objecti vea and traquont'neanurcnonx to discover what achieveaent
was taking place. XNo claim is made for the supsriority of the

ettt N el A, A . HH = = - - - - .- - - - 4

ER&C

Aruitoxt provided by Eic:




~materials over other. existing matextels; they ars, howsver, desmed

~508~

- « - - -

zore appropriate than other oxisting meteriels for the acoompligk-
ment of the specifio stated objectives of the prolsct.

In addi%ion to the rewriting of Baterials for ths 'alow‘ class
in scheol 1, athozn:ni.rialo were Yevised during tie ouurao 0: thke
year's t#lal peried. .

Aural. L set of reading apd dictation exercises, all in the
key of ¢, was amang the materisls used 1nitia11y for the aural
emphasis. It seemed logloal that visual and sural perceptlon of
tonal patterns couyld be more ecsily achieved wher the . -students
could concentrate on one kéy relationship, .without having to adjust
%0 .changes of key center. Once .oertain patterns Legm to be rec-
ognizable, it was felt, the tllQmUind then be sppropriate to hegin
tranétcr to other key centers, on the staff and also aurally. |
Becaﬁso_aene of the teachers demurred from this approach, the .
reading aud diotation exeroises wers modified to include practice
with several of the moyre frequently-used keys, the identical
patt;rnn balag retained but trausposed. Gse of sevezal key centers
did not_ prove a syccesgful avenus joward music reading; because
thq exclusive use of a single key was sbendoned tud sarly to judge
1t- effectiveness, there still ramains the possibility that this
lagter yay be the more.efficient method for teaching riading and
the accompanying sural concspt. . , . :

| The tonael configurations idsatified by Petgoldh w  Mere used.
early. 1; the ysar, both as patterns Loxr x:;ﬂing and patterns tq. be

ipobert Petgold "Dei&lopnont of Auditory Porception ot unsioal
Sounde by Ohildren in tL. Mirgt 3ix Grades," USOR Project. $#766. -
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hoa,r'g._‘ in racic played,  Since these, confi,gnut_ipm have baen
sttpﬁlai;d t0 be those nost‘eoi%inly Zouad in grade Qchcol sN2Es,
recognition of them sesmed tc offer many opportunititi Zor visuel
aud aursl transfer. Imphasis on them was ninimiged in later
lessons, however, because transfer failed to take place. Smali
alterations in the configuration prevented it from being recogniged
for what it was; for example, & -~hange of che rh thmic value of one
or more notes, a change in the approach to the configuration, the
interjection of a bar line or a rest, the ssparation of the con-
figurstion visually betwsen two staves, tended to change the
appearance or the gsound of the configuration surfipiontly that
students failed to recognize it. Dsveloping an accurate perception
of pitch and rhythm symbols is difficult and requires much time
for even & little progréss. Such auditory-visual achievement was
generally not accomplished in this project.

The materials were designed to demand a minimsl amount of.
time for mechanical details such as note names, time values, key
signatures, stc., so that the teacher could give primary emphasis
to muslcal concepts, €.g., the entity of the phrass, metrical .
feeling, cadences, foreign tones, similarity and contrast, high
points in a phrase, skipwise and scalewise motion, ete. The
objective was to use vaocal music as a medium £or increasing musieszl
understanding generally, and for improving listening eskills.
However, students lacksd the necessary prersquislites for this
apgreaop; learailng the vasic toglo and methanies, wkhether through

the prossss of siralght drill or within a nusical ccntégt.'cohuunad
all the time available so that none was isft for introducilon of
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general concepts. Aftsr the first nine weeks, & shift in emphasis
Was made from terms and definitlons to listoning for recognition.
Activities focussed upon hearing thc.sinilmritios &ad differences
-in simple songs, and ayoided ag far ss possible the necessity for
using technical terms. 7This also helped <o incressse the strsss on
developing tonal memory, which hed not been earhasized adequately
with the original maierial.

Aﬁﬂexcellent opporiunity was provided to compare the achieve-

nent of these average 5th and 6th grade students with luoﬁ younger,

volunteer students anrolled in clauva Pianc at the University of
1llinois. Ths methods, materials, and individual time allotuent

vere similar, but the differences bstween the two groups were
striking. COoncepts and skills that were easy for the volunteers
were often exceedingly difricult for the public school students.

This comparison probably offers a 61uo regarding the other arsas SN
of factual, listening and aural skills--the volunteer situation is
characterized by advantages of both a favorable psychulogical

situation and greater ability.

Tralning the ear was the primary objective. Much of the
playing was by rots aud by position; reading the notaticn was
introduced relatively igto in tﬁo unit. Becsuse thsre wers some

classes, as for sxample one in school 2, where all but a few
students studied music privately, a iarge number of kayboard
leasons were prepared with the oxpsctation that such classes might
move repidly. However, e objectives of oless planc are su?fi-
clently differsat from thoss of most private lessor situations
that the "sdvantagsi® classes did ot progress muoh mors rapldly

. Y - . e v e e T T e R,
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than the average.  Eighteen lessons were prepared; approximately
nine 7ere normslly covered in the nine weaks pericd. 2Peachers
wezs insiructed to zkip certain specifisd msterial falling within
the nine iessons, and to include some items from the later iessons
which wers dsexed too important to omit. . The material on minor
chords, from leasons 13 and 14, is an example of learnings stipu-
lated as necessary. |

Eeybcard. 4s disoussed in Chapter III, supplementary materials
were added to the keyboard lesson plans ta‘givu more practice
items, as there wars necsssary for achieving ih. obJjectives. An
inspection of the keybaard lessons inocluded at the end of Chapter
III can 1llustrate the type of revising that was done. The first
ten lessons are glven as criginslly planned, then the entire re-
vised set, in which lessons 1 ané 2 are little changed except for
the addition of definite and measurable objeotives, but all the
succeeding lesscns from lesso. 3 an are noticeably different from
the originals. ,

Fagtual, The defe~t in the prepared factual materials was
vocabulary. Students were handicapped from the start by an almost
total absanae of !eail&ar;ty with common musical terms. This
problem was, of course, pr;.ont in the other areas as w~11l, but
becans lort‘oontral here whers resding and comprsheunsion and
intellectual nastery were the focal activities. The teras them-
selves hecame an objective for Jearning rather than an aid to
understanding. The revision of.this material was conzcerned largely
wWith uimplifying vedsbulary without loss of content. The teschers
on the vhoie felt more secure with this arcs thag lith.any of the

ta
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others, since it was specific, its objectives both obvious and
messurable, and it could be taught through familiar and welle
developed techniques. :
Kany of the factusl lessons were accompanisd by fllustrative
tapes; these lessone contained Naterials very similar in both music
and fact to those used for the listering unit, except for the
difference in stress. In the factual ares, musiosl tapes veres for
purposes of illustration; in the listening eres, the music was.
focal sund the factual materials worotexplanatoryw One lesson was
derived directly from Leonard Bernstein's Wma ‘
the chapter entitled "What Ia Classicisa.” A t110~n£.all the mucl-
cal examples in the chepter was used with the 1osson. This lesson
proved to be neither more nor less successful than the other
lessons of tho unit. The. loason on "The Instrunpnta of the
Orchestra” at tirat used for 111ustration taped examples from the
Wheeler Beckett record The Complete Orchestrs’ but it seemed
adviaahlo to utilize music from the Classioal period for thoao
examples. This change offered both shorter 1llustrations (drawn
almost axclusively from concertos of the period) and incroasod
opportunity to hear the Olassical idiom. o
| Ligptening. 3Zech 1ioton1ng 1ouson wag organizod .around a ,
single concept or. tack, such as. '!qlody " “Iime in Music, " .
"Following a Line Score," etc. .Each 1sssor used a varioty of
musiosl’ examples drtwn largely from ths Classiocal poriod. 80:0
of the music hcaxd vag’ ‘presented in its ontiroty. eono waa

S

2Leonard Rexnstein, 1@nag1&&n1;_l_gggggx&g (lww York: Siaon

and Schuster, 1962).

3 . Whesler Beckett, (lngluuood,
B J.: Misic Bduocation Rece rporetion).
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fragmantary, dcycﬁning'upon the use to which it was put., In the .
origingl materials, a lesson on "Novement" was included, but the
coacepts proved to be too difficuit for the atuddntq, even with
such elementary illiustrations as “imerios"” and "Londgnderry Air.* B
A substitute legscn on "Form” waz felt to bs important and also

feasible, but sincs it was pleced iate in the sequence of matsrials,

1t was often covered hurrieily or omitted entirely, due to the

press of time.

Ordaring

One aspect of ths siudy was an sttempt to deterzine whether
the order in which learning experiences occurrsd had any effect
upon achievement. It seemed probsabie that ordser of ixporisnco
would meke a difference, that certain experionco; wogld reinforce
or clarify or simplify later learnings, and therefcre result in
grester achievement. As explained earlier, ecmpioto randomization
ves carried on in only one¢ sciiool; in other schools teachers followed s
the same sequence for all classes, bdbut started each class at a |
different unit in the sequence. This was done to lighten the load
of the teachsr, as ths preparation and taiehing probleoms were
great. Few of the objectives in the study had bésn emphasized in
studenta' mugical experiences priof %o tho.year‘& study; even the
aural lessons as structured wers unfamiliar to moat students., Yor
this rasson, no ons area fit in better than others with the

,
k

cutdonts' prior experiences.
Order wss not found to be of eignificance in the study.
Sufficient oxcepiiins ogourrad in the results of mrv nramn af

the loaxning s3guence that no pattorn ot :dvantago or diaadvnntago
can be seen. The activisies and. oanttn& ot)tnnuinur ATOAS Were
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sufficleutly discrete tbat they contributed 1ittle %2 each other.

A 8light \ndication existed that the later in the year the experi-
encé occurired, the more profitable it was, Achievement in all

areas rose tlightly as the year progressed, perhaps because students
became accustomed to the more intensive nature of the learnings and
the greater offort required from them.

Mich statistical anslysis was performed thet is nog shown in
the appondix, beélhao 1t did not reveal any inforamation beyond that
given by the simpler stati§%1e31 processes. Included in the
appendix are means, degrees ¢f freedom and t values. Analysis of
covariapce was used; however, it was not possible to determine the
most important factor in achlevement, whether music aptitude as
measured by the Seashore tests, academic achievement as moaéured by
the Iows_Test of Basic Sklils, intelligence quotient, scores on
pretests, or other. The highest correlations oceurred betwoon
intelligence quotient and test scores, and between pretost scores
and final scores. These high correlations night be interpreted as
lending support to Gordon's contention that knowing the student's
actual aptitude is crucial for achievement studies. The Gordon
gng;gg; Aptitude zgofilea'may prove to be a valid 1ngtrugent for
measurisg aptitude; the publishers would not release the test to |
the investigator for this project, and its publication date is so
recent that no definite statement can yet be made of its value.
Wheu analysis of covariance was applied to each of the posaible
factora, the differsnces Anong the classes 1is fuxrther reduced,

roiﬁtorging the concluilon that ordar of experience was not a

b
Gordan, mums_m_e_z;m New York: Hought
Hifflin, 1965) ( oughton
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factor and that the learnings in each area were more discrete or
learnings pore minimal than had been suspected at the outset of
the atudy, . ‘

Iten Results

The primary problems of this study were, first, to define the
skills and knowledges which are inportant to musical listening;
and secand, to determine whether thess skills and knowledges can be
taught within & one year period to fifth grade children by any one
or a combination of four common methods. A further problen was
to deternine whether an increase in these sgills and knowledges
per se xesultis in improved musical l1gtening., It would po erroneous
to conclude from the study that those skills and Enowledges which
the students {*ilcd to. achlieve cannct be taught at this level. At
least two conal%eratiopu_muat be made in this regard. PMirst, the
tesiing instruments used to asasure achievement were not of proven
ettectiicnoca. and second, in every area of skill anmd knowledge
there ware some extremely high achlsvers, even when the as jority
‘falled to achieve. Therelore, zny conclusions must be cornsidered
valid only in toerms of the ttng limits, the quality and organiza-
tion of .the teaching zmaterials, and the evsluatiye instruments used
in the study. The teachers and students have been described as
average and above, with the latter predominating. As regarding
the quality of the teaching materiais, teacher opinion was that
the materials reprssented well accepted idess and practices and
were a radical dogartqro only in respect, to their intensive nature.

It remains to comment briefly on the evaluative instruments.
These w.re darigned to have some questions on eagh teft whioch would
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be slmple and cbjective and within the reach of every student, to
belp dstermine the instsnces where stuienis might be snswering
irresponsitly, at random, rather than making a serious sffort.
The infrequency of tests in pusic and the relative unimportgnco
of the grades given iend to foster a frivolous attituds toward
tests, in téme cases,

To obtain a realistic picture of the project, one should look
at every tzst glven in every area. Becsuse easy ltems were in-
cludei--gtraight recognition and recell quesilons not regniring
zural or musical abilities--scores slightly over 5C do not neces-
sarily indicate that the primary objectives the test is measuring
were tawught. Scores need to be 70 or sbove to indicete achieve-
ment of the specific objecilves of that leerning period. In
making the Jjudgments cited in the succeeding paragraphs, each
question was individually aralygzed from the 27 classrooms 89 that
where queatioﬁs from different tests aprlied to the same knowledge
or skill these could be examined and recordied togather. A few
teits, mainly those for the listening unit, were made up almost
completely of questions imvolving musicel skille rather thau
recall-type questions; on these tests a score may be below 50 and
yet indicate progress in the types of skills and knowledges
enphasized in the study.

Thqrq were no ltems of learning in the study which were nct a
realistic goal for some students. Those items whoae mastery was s
major axception may have representéd an element of aptitude rather
than achlevexent, but this did not seem to be the case based upon

teachsr opinion and the tests given. Howaver, even if such items
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are genuinely achisvement and not aptituds, they are probably not

appropriate for 1nclu919q in a course of study for the public . : ?

achool curriculum, whers tha materials should be attainable by

approximstely 50 per cent of the students urder normsl ecircum-

stances, Courses of study will include materials of widely very-

ing difficulty, to make possible achievement for the weaker students

and challenge for the strong students, but much care should be taken

in selectlang items which repressent excoptional achievsment.
Greatﬁggqtlan 1s necessery in interpreting the results of

the study and drawing gonclusions from them. Twenty-seven class-

rooms were used in all, and it would. be possidle to rske comclu-

sions as to learnings generally feasible for this age level, basad

on 1nd1§at0ra by a large majority of.thasé clagses. Because the

study iz exploratory in nature gnd of relatively smzll scope as

far as the number of pupils is concerned, there is.real danger in

misrepreseatation. Exaptional classrooms did exist. .Such exbep-

tions may b; caused dy any number of reasons, such ss special

stress on some items of learuing at the expense of the loaé tangi-~

ble but equally important items; review periods immediately prior

%o & test; minor teacher helps or hints given during a test. Some

individpal students had sufficient background or aptitude that

their acklievensnt indicates the fedsibility of teaching musical ‘

listening to students of this sge.. However, the results of the

clasz &8 a whole are more imporiant in. their impliocation for public

school pusic practices, Results ui;lAbe explained in terms of

the objeotives for each area and then in terms of .the ‘way these

specifios rolato'ta"liitcning &8 defined by the theory of expeotation.

©
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.. The total 1list of skills and knowledges appropriate for musical
listening, as accumulated in the earlier phame of the study, wes
obviously much toq exiensive and difficult to utilize in a2 one-
year grade school courss, The ocommon-sense approsch was to sslect
which appearcd to b§ saslest or most. fundamental, in coqsultation
with nua;cians and. teachers. In evaluating achisvement for fhe
year, it became plaln that & relatively limited number of skills
and knowledges can be mastered within a,year's time, This fact has
obvious-implications for plenning a total eurrioulul--;xperienoos
must be seleoted which are noét.otfaqtlve for learning new skills
and knowledges and most efficlent for utllizing and reviewing
those previously learnog. It appears that the cyclic philosophy
of teaching whlch proposes ﬁ continual return to prior experiences
but -7dth added breadth and depth each time would have only limited
application i» mugical learnings. Previous lesrnings must be con-
tinvally used 1f they are to be retained, but the chisf asmphasis
mugt be upon new experlences Yhich can incorporate new learnings,
especlially s}nce:even aimélo listexulng ‘experiences cannot by
mesningzully taught uniil some proraquisitic skills and knowledges
have been achleved,

| Ke&board. Hannal coordination was 3 major problen in the
keyboard unit durlng the first nine weeks of the fall scnoetor.
Studonta had great difficulty coordlnatlng two or three tingers
to produce a satisfaoctory chord.or nolody, even whcn thoy un&ar-
stood it meantally. Intoraatingly cnough, this PrOblll had not
arisen with the voluntesr . ptudcnta in the laboratory situation at
the Univeraity of Illinoil. !hi: dittioulty could not be attributed
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to lack of maturatioa, since sixth grade students hsd as great a
problem ss fifth grade studenta. Beocause the basic objectives ét
the keyboard unit were aural and intellectual and not actual playing
achievenent, gho lessons plans and the tests were revised to glve
these greater emphasis. However, by‘fho roond nine weeks, the
coordination problems disappsared, presunably due to school acti-
vitles such as writing, art, or physiocal education which cre not
used by students in the summertime, .!his'qoorﬁinatioh problea was
congiatnnt for all groups. .. : ,

A long 1ist of specific learning objectives was comstructed
for. the keyboard areg, since the nature of the activities made
specific factual learnings both necessary and feasible. How;ver,
the main foecus of-thc_inatruotion was to develop aono'rocognition
and. understsnding of chords and their uses; the drive. of the V7
and. the repose of ke I; recognition of a phrase (aursdly if not
visually), of sams and different phrases; improvement of tonsal
memory through rote work and improvisation. Performance activities
wers for mctivation, to objectify intellectual iearnings, to
stimulaie interest and to complement vocal activities. Achicvoant
of thsin focal objectives cited just above was not sttained by 50
percent of the otudents, but obtvious progr;t. was asde towards the
objectives. |

'. Edal learnings: | ' , _.
Knowledge of high aud Jow parts,of the keyboard, |

Inowledge of finger numbering system. .

Abilit{ to glay'nnlodio: suck as "Iiftie RAlver Flowing," "Lightiy
Row, '."0ld MacDonald,” "Eot Oross Buns.* ..

Recognition snd underatanding of shurph wisd flats.’

Ability to play I chord snd usually the V chord in both haunds, in O.

Recognition and uxderstardivg of ¥reblé ard bass clefs.

Ability to sing a scale.

Abllity to finger a tetrachord.

L ) ' ’
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Enowledge of rhythmio aote values.

Ability to sing arpeggleted chords.

Abillity to play a xinor fiwe fingsr pattern.
Ability to finger a meledy from notation.

f'néféinal learnings:

Understanding of chords and their construction.

Understending of harmonic movement or relationships. :
Locate 4" on the pilano but not on diagraa or by verbal descripsion.
Feellng for atrong beats. R ' . !
Ability to transpogse, . , ) o

Knowledge that the .I' and V7 are the most frequently used chords.
Playing the I and V- in y A, and B, . ,
Filnding the next note to a Rclody by . ear,

Ledynlng the leiter names of the gtaf .

Hearing. and anticipating tae corrsct harmonic change.
Harmonlzing familiar songs with I and V7.

Playing a2 scale in several keys by eay.

Harmonizing with chord roots.

Enowing whole-step half-step arrangement of mmjor scale.
Identifying meter.

Identifying phrases in certain stereotyped situstions.
Identifying cadencges.

~ Objectives not achieved:

Aural recognition of scale or skipwise melody.
Full knowledge of the meaning of "octave."
Aursl rqcognition of major, A

Memoriszation of the C,-G, and P chords.

Aural understanding of the V tendency toward resolution.
Ability to chant the roots o} chords for melodigs played,
Sing the home tone for.a melody fragment.

Aural ekill of phrase recognition, = . .
Differentiate between rorrect and incorrect harmonization,
Notgte the I and V7 ohords in bass clef,

Unddrstand purpose of the kXey signature.

Inprovise melodies., . .

Know characteristics of good relody. .

Inmproviss over an ostinato bass, .

Understand inversions._ ..
Identify. nocharaonic chord tones,
Understerd tetrachord. i
Identify chords and.cadences.
See repgtition in musig. .
See cherd tones in. the.melodic.14ine. , :

Suffliclent tonal memory to retain and play bhack heard patierns.
Enowledge of how to chénge major to minar.

Ability to improvise answering phrages.

Rudimentary understanding of. form, - .

Use of the IV chord.
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Students could build chords . at tho-piano slowly'with aono ald
frci the teacher.  Areas ot'koyboard portorlaneo 1n which thoy
wers falrly strong were: playing xaniliar ohords. playing melodies
both Within and out of the tive tinger pattern and learning ntl
melodies by rots vith :apldity. ‘111 of thoap‘activitiol wers
rote activities, tho mastery of notation did not occur within the
nine week instruction in keyboard, although it was 1ntr0duccd<anﬁ
emphasized to a limited extent. In the olasaroom aitu;tion, with
som@ ald or gnldanco, students dia many thingt very well but rayely
to the point of complete 1ndepondenc¢. !1nger nulbora did becons
meaningful to the axtent that students couid use thon to idcnﬁify
songs, a. skill not devoloyed with notation. Studentu were not
ablg to ldentify the key center, or "home tone," ot phrases seen
or he&ard; neither could they toll whether & phrase ceased on the
keynote or a note other than the kcynoto.

In some of the echools, the stuﬂ.nts beeano quitc profléiont
at matching a melady. hvard with tho cgrroot notation. at noloeting
the ‘proper harnonizution for a nolody (heard), and at 1dontifica-
t10n of moter. In othor sthools thoso ob:octivoa wers not achieved
by mors than a segll fraeﬁion of th- studenta. such 8. dianarity
indicates that the relative atrosc placod upon thsuo lkillc teconnﬁs
for.the differences in guality of learning. On tho uholo.‘ltnltnts
did.not relate notation with he&ring. tuttiolontly to ;Staln ovcn
nodorata aucccna on group nunio roading %.atl o! tht uﬁditoryb .
visual type. Although. as indiéatcd ia ths llst dt‘!iﬁr;!aal
learnings," a sizeabdls. number ot atudéntn liarn!d tll whbltahalz-
step arrangement of the major scale and were ab.o to play s scale
in several keys by ear at the keyboard, students generally were not
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able to diltinguilh betwesn the pentatenic soals aud the major or

ninor scsles turally. A;par.ntlx thc clphazic on sealey vn' o0

intellestual tl‘ lot uarll cnﬁugh. cort&inly’tiv !0‘198 afb ovey

: sung or listened to in.the nornal elementary nucic situation,

} , Modal diccrinination ves tested by severesl ahort tests in _

%i addition, to those Sesta for this. area shown in thn.apncnﬁix.

Studeats. did best.on these tests where the kind of music uced for

identification was & mslodic Py&3ment harmonized b7 a aiugle chord,

; sgain 2 departure froe. the University laboratory findings, where

| ldentification was vest when unvbrli choxds Were used %o establish

} the tonal cemter and the modalisy. A written faotual test of ten

| quoqtlona vas oonqtruoted and given by Professor Lyke. 1This,
together with a formal keyboard quis (see following psges) was
adniniat?nbd during several demonstration lesgons; if was deemed
indicative of aohiovcmqnt even though only alightly more than 50
per cent of the nearly; 900 stidents; in the atudyldanniotontly
soored high on it. :
| It May be that too much of th. koyboard unit utilizod rote
koyboard activities, and that Ju-t et tho olose of. th¢ n~no week
period students wers boginning to be eb1e * verbaliss some learn-
ings and translate their activities into Reaningful eojmcepts.
Howaver, even in those.schools whers keyboard was. tsught for the

+.. entire semester, the additional nine weeks resulted chiefly in .
portoctiﬁg okills rather than erlarging the understendings and

; concepts. The keyboard appesrs to be an. inefficlent vehiole in

4 toras of time, for tesching the awarenssses desired by this
i present study.
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L .. . EKeybcard Quis .
I Majer and minor songs. . Parts of ten songs will be plaed. Mmch
art will be played by the feschor twoe times. Deocide whether -

¢ seng is in majay or minor, . After each question, either write
mejor or minor. ¢ teacher will play a preotice quesiion first,

!

II iug'c and ainor chords, Ton ckords will be played by your
tescher. IRach choxd will be played iwo times. Decids whether

the ghord is major.or minor, and write your anvser after each
quesgtion. L. : .

0. ol

10, ~

III . Ten.phrases of familiar songs will be played by your teacher.
:'Bach phrase is harmoniged with the I and V chords. Xach
. 0xanple will he played twice.. You are to listen %o tke
. chards (harmony) ard write the chords that you hear in the
~8pAQe provided. The temoher will piay a prsctice. question.

é' Qr———— e —— Cater—

‘ QT“’- gl % esesweorses  ————
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_ ragsm _ The mpt;nl "X98 Vas dosigned to foster some wnder-
-tcudiu nt ﬂw chaaiul nn:i,qe u,.hﬁc@sal:pg}ii.ua qhauotob
istioa of iha éqgig ‘ “the thrlctqriatgp gannﬁ. o: iho 1na§runonto.
and soms rudimentary knculsdge of form and the predomineting f;

Classical forms. Therc.was also an emphasis upsm Nozart and Haydn,
thelr werks, their musical styies and their liven, without ttlllns

into the spproach typifisd By books. nnoh as W
and Haydn the Mersy Reasgut.’ . °‘
Expectation 1is h:;oly an intellsctpal pro‘cnr. tn’pugh' SORe~ -\
tides q pn conseidus 9 pno tﬁan othng hﬁihutm acta. Olwionely.
studezte can be taght 8 sxui many goze *x.m* abous what o |
axpoci {n music whia & nuight £adtust npproaah is used than whqn
‘ ths gtudent 1s led to derive thd ?apta frﬁ 'uuuo heard through
| nany repotitiona. Therefore, a large uount of .f.actual mtornl
wapg sucodgofully lesrned durinag th.tp nine wuk period, but nneh
of 1% was not utilized vhen 11-tan1n¢. booaun tho.hntud_ont- d1a
not get enough practice.doing tlifc te duild untoning akil:l:".’ \
Almost half of each class period 'm spent on taottia'l items Which
were ther listened for .in music n*lnotcd to uluctuto those
specific items--tone colors, humourous dsﬂou. vays of cruﬁng
surprise, characteristios of overture or oppm. and so on. lnn
80, the apllity to apply intellectual h}iouodgia vgj l,aonn:g in

many cases.
‘Both: students and teachers wers at home with ths f£actual
- ntcﬁaiimd the activities awmmiu..thu. The b.a:pt teaching

Sopal Wheeler and Bybil Dousohbr, Norart the Wonder Boy (New

York: R, P. Dutton, 193&

G0pal Whssler snd Sybil Deuscher, Wm
Little Reasant (¥ew York: 3. 2. Dutton,
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and the most successful iearning were largely done in this area.
In one situation the taacher prepared additional worksheeits for
the students because they covered the standard lessons so easily.
In at least one oohool,.nany students made perfect scores on the
final test--a radical departure from scores for final tests in the
othci'nroas. Only one teacher had difficulty with the factual
unit, due to lack o dackground and éiaining on Ler pert tc even
understand the prepared materials.

_.When straight recall or recognition tests were given, students
did well. The one type of testing whioh caussd diffioculty was the
multiple cholics guestions with an indefinite number of correct
snswers. . For examplie, 1f students were asked to select as many
characteristics of the Clazaicel period as were valid, from a list
¢t spveral, they fqund this hard to cope with. In some cases,
part. of the fault must be attributed to the question format-=the
ters "characterics” had bwen used almost dally for nine weeke
whon it was dissoverad through questivns o the final oxamination
that students 412 not know the meaning of the word.

No list of objectives achleved wholly or in part seems
necessary for this ares. <The complets objoetiwol are given at the
end of chapter III; almost all of these wers achieved by a majority
of the students. . U bt

.Aural. 7%The priuury purpese of the aural unit was 1o use the
conveaticnal singing materials to further not only simgiang ability

but also listeaing skills. Readipg experienses such as following
a lise spore; recognising phriséx, osdences, skip and scileviss
2eledy; siaging droken shards sud harmonising chords; verbalisation
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about meter, accent, dynemics, characteristics of melody; and g9
forth; all could essily. transfer to listening -activitieg if
handled ecorrectly. . | : : :

Although this phase of the Projoct should have been the most
fanillar and hence the saslest in which %o achieve the objectives,
results fell far short of success, In the opinion of the investi-
gator, this was dus to the habitual use of singing activities as
recreational ratheqnthan egs intenpive learning expsriences; ola
habits and activity patierns were difficult to break, and students
falled to take objectives seriously.

.As mentioned ¢arlier, an attsmpt was mado to use tonal con-
figurations as an gid o training the ear and improving music reai-
ing.. The objective here wae to give the students a "vbcibulary'
of famiiinr contiguratibno which, ouce learned, could pe recognized
in music heard and seen, No teacher had success with this approach--
first, the atudents failed to learn the configurations, and secondly,
they failed to recognize them whon &y elemont of the congignration
had doen altered from the nriginal pattern. The activity was
dropped in favo. of othqr. 20re promising. |

The same difficulty--that of fatlurs t5 butid a relationship
between aural sounds #nd their visual stimuli--resulted in very
low scores for group reading tooti. See question number three,
aurel final exemination, as an example. Mo matter hovw obvious
the quastions were made to teach and to test this ekill, many
students. had ditticnlty:anuworinc.corrootly. In the time alloted,
1t was not possible to Rake the writien notes meaningful to students
in teras of sursl concepte. Relating sight to 6ar was thus far more

©
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difficult to achisve than hed been previously estimated. Most
students gseem to do all of their musical activities by rote with

no comprehension of what is going on. Simple tasks such as leter-
uiniag which one'df thiee notated phrases, ccupletely different in
shape and rhythm, was bsing played resulited in scores only slightly
better than chance. | ' ‘ |

This nine week phase did accomplish an understanding of the
mechenics of notation, lines and speces, meter and clief signs;
achieved more success than the other units in teaching ldentifi-
cation of chord sounds, rcoogniéiqn of melodies as "osme" or
"different," and gaining a feeling for the relative ranges of
melodies. Assigmeents involving the actual copying of music seemed
to accomplish more than other classroom activities. It was the
only way to be sure the entire class was involved and to accorplish
individual learnings. : .

More diffiocult, and thus less often achieved, was the aural
recognition nt aelodic or nhyihnic patterns (as opposed to sntirs
melodies) as "samo" or "different." Most students falled to
attaln this akill. When students were asked to ocmpare heard
patterns with written ones as to "same" or "diffsront," the leck
of success was relatively complete.

. Students could not visualize & nélody by syllatles, nunders
or note names; they conld not clap rhythms by rote with the
correct acosnt; they could not mentally "sing” a song silently and
deteraine the metexr; they could not sing tke tonic center or "home
tone” whexn stopped in th!“n&dﬁlé;ﬁrfh‘ﬁtIody; they could rot tell

soalewise from skipwise movement; they oouid not recognize the
entity of a phrase visuslly or aurally.

et e e e R e mgh
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. The aativity of vocal chording was thoroughly enjoyed by the
students, who beosse very adept st it, 7he aotivity did not lead
%0 rscognition of $he roots of the Qhom-. Ror ability to 4iz-
tinguisk .the root of the I from that of the V, even vim; one of the ‘
chords had Just been sung. They developed gkul in finding the I,
IV and V chords within written music, but failed at aural recogni-
tion of thes. . _ L : .
Progress was evident toward the end of the unit in some actual
un&crotdn;dlu of what was heard.. Concepis of bigh and low, soft
azd lowd, short or long, could mot be taken for granted as th’oy
usually are., These had to be taught and practiced i1f they were to
bo connegted with ‘happeningu In the music. These oconnections were
begizning to be evident when lsok of time brought the unit to a
halt, |
. The_only evigence of differences due to maturatign occurred

in the aural unit.. S8ixth grade students were willing io try to

answer questions vhich fifth grade studsnte simply gave up ﬂ'm'.
Some oxamples of such questions wers those pertaining to character-
istiocs of s phrase, to.ocemparison of two phrases, to reccgnition of
melodies by number or letter names. Sixth grade students were
algo more skiliful at auditory-wvisuel ‘t’usarinmtion than wore the
younger students. . Zhe,possibility exists that the older -students
wvere simply more sophhticitad sbout tutlng than were tho‘ younger),
but such a difference 4id not appear in the other phases oZ the
experiment. . ol .. oo

| As 1t beoame clear that mugio reading-~-1.e., recognition of -
the tonal meenings for writien motation--was mot & fcagible objestive , :*
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for the nine wéek sural unit, materials and activities were r:/ised :
towards greater emphesis on the learnings which 4id appear béaniblo
of achlevement. The evaluative instiruments wers also revised.
These wers more limited tlan the tosts for the other sreas in their
application to musical expectation, but the basic mechanical lesrn-
ings taught snd measured were those which are essential to progress
in music reading and understanding, sud were therefors voth legiti-
nate and nscessary. Students, with the exception of one school,
did commendably on the revised examinations for the aural unit.

Iistening. The primary effort of 811 the listening lessons
was to'nake listening aﬁ Qctive, participating experience; lcacoﬁs
were designed to focus the students' attention upon specific things
in the nusiﬁ which they could hear, i1dentify, discuss and under-
stand. Among these things were tempo, meter, rhythm, thé rcle of
melody, ceriain aspects of style and form, and s0 on. In the course
of discussing these things it was also necessary to hear and dis-
cuss contrast, harmony, tonal center, melodic characteristices and
ths peculiar trsits of verious composers, as well as to dsvelop.
scme okill in following a line -score.

The learnings for this aﬁoa.woro the sost difficult of the
four, and required as wide a variety as possibdle of activity and
materials both to reinforce the learnings and to mitigate restless-
aes3 and fatigue. Oareful listening is hard work whici takes more
concentration than the. students were accustomed to. One result of
this unsccustomad work was reévealed in thess saxe students' listen-
ing the fillowing school year--one temchar reported that hadbits of
concentration ramained with the studerts and theéy heard much wors
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in the ausic than would otharwisge have bean oxpoct;d. Undoubtedly,
such habits could he anlarged and 1!@:01‘& upon if the sase purpose-
ful approach were:used over s longer pericd of time..

1159 most unexpected aspeot of the study was. that implied _
earlier--the complete inability to apply.any comcrste learnings to
the musical situation. When the first seven measures of Beothoven's
Syaphony JFumber 1 was played for onme class, the up and down xotien
of ¥he melody completaly espepsd them; ihsy had never besn taught
the concept of "high" snd "low” in music nor been 19¢ to listen
for the direction of the melody.up ard dowa, Teachors apparently
uwssume this to be a0 simple an underatavdixg es to nesd no mention,
but in actuality more than half of this class nesded som= additional
examples aud drill in order to qoxrectly ynderstand and identirty
"high" and "low," "up" and "down,” in a melodic line, Binilariy.
the upe of contour ilngs to illystrute the shape of & melody was a
fallure., Students wers very slox to hear the differsuce bheatween
scalewise and ckinwise.melody, se .that a dlagram or aon&ouz'llno
gave them only a vagus, imprpssiqn of diregtien and nothing more.
Such gaps of undorrtanding made it diffisult to teash Neyer's i
"expeotstion,” foxr expeétation is BRrilt upon recognitidon of doth
cutline and detail in the musice=for sxample, ricins melody, large
skips, irregular rhythms, crescendos, snd the movessnt of the
haymony towards ths tomal center all play a rcle in creating tcn;ion
and arcusing expectation in the listener; when ths studeats ware
unable to recognize any such characteristics, it ¥as impossible to
peint out musical movement towards and awsy £rom temsion points.
Agaln similarly, different phrase endings with differsnt degress of
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finality were lost upon the students, tbfkﬁhoyfpud not become
sufficiently familisr yith chord sounds to distinguish the I from
the V7, 80 that they did mot any mers expect L3 p.nlo artor&tho
former than afier the latter. _JNone of the loarningl or activities
atioupted proved edsy, . and nauo rotlcctcd tho pronoacc of any
prior musical learnings. !bllowing a.llnq lcarn.had to be taught
carefully and delibsrately: Work sheets sueh as thst enelosed, on
Tize in Muesic, wexrs sugceasful; worksheets sizilar to that on the
Haydn W woro diffioult.

. Students lesrned %o xocognizo and 1d¢nt1£y nolodzc orn;noata-
tion, wide melodio run;c, otaccqto and lqgato. repesated rhythwms,
and .in some lchoola, nwtor. Evon tho ooncOpt ot najor-ninor vas
achioved. in the forn pronontod dn listening tcut number two.
Listening test numbor tlhree olicltod s majority of cerrest auswers
on recognition of the classic:l stylo. on pnleo and on ropcatod
nelodioa. However, qusstions were made obvtous by tho choico of
conpanitionl used in the test. In listening test number three, for
example, atudents wers asked to compars the first movement of '
Mozert's Sympiony Jumber 13 with the openiag sectien of Schombers's
Ver te ¥, and though a majority of.tha atudont-~wore correct
on gtyle rocognitiﬁn. there were kany 1toaa uhorc the dittcroncos
¥ers nct obvious to a majority af the 11.tono:a. Li.tonins test
numbez two unic two Nosart cplpcazt&on: for comyarioon, tnc.ainuot
from ﬂmm_mm and the r.i.rlt novenent of the ‘_mg;
Sonats for keyboard; hsre the diffiouities wers groat--questions

6 and 7 failsd to be answered correctly by more thsn a fraction of
the studeats.

et e, %
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. STONRNE'S LISTENING QUIDR

2611 ene wey iiai ixe 1o wisiq 1s difterent Tron the time ope

,!bn;oan 100k 8% a painting sné see it all a%_ once, Can'you hear

& musical composition all at onos? Why?

Se
4,

A‘MMM
Vbat are three kinds of musiocsl Sime? _____ aud

T E— "m + cot—®

‘?ry to uame some songs that seen'very alew, and perbaps, ssd.

-

S5¢

Try te name some songe thai’go very quickly and Seem gay.

6.

NS  CETN el S AR RTINS
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‘What invention 1afimod to: messure thn'-pcod of the bg?tl ig pusic?
} | 3 1] ®

(And_don't

Te
8.
9.

10,
11,
12,

13.
14,

15,

‘A famous composer wrote a piece imitating this invention.
‘Who was the composer? _ ‘ o ,

~ .

;

What is the word that tells whether the beats are grouped in

patterns of two's or three's or four's? The signature.

Eow does one conduet 2/4 ia musio? down-up or up-down (circie the
. . .. . 3, 2 ) 2 »right answer)

.Which beat in every msasure is usuvelly accented? _

How many beats in a measure are thore in a walts?

' .

How many beats are there in a n3asure of a march - thres or four?
(Undsrline right answsr) . .

A

Nams a song that has three hests to a megsure,

¥ame_a song that has two g;tfoﬁr,bcqﬁj to each mgasure.

A e e

The pattern of sound that the lone Ranger’s horse makes is.
called (a) tempo, (b) meter (c) rhythm or (d) "Amsterdsa®
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!;‘“r' ~__ Haydn Sympho 94 And (used
o's N . B Symphony, No. ante (used with & line
—score)

o

1-8 1, Hhich inltruuontn huvq tho melody?
2. Is tho lolody -nooth or -oparatodr
3. Does thb lolody'noii by :kip or by ntcp?

4. Ars noa:nros 5-6 tho sane or dittcrent than measures 1-27
5. Is the music loud or soft?

6. Is the music fast or slow?

4
&
"
)
@
k
]
£
3
q
%i
]
!
i
%
¥
;
'
3
L3
s

7. Is the metsr in two's or three's?

.y e e

8. Which measures have the k;y tone in the melody?

—,—— e

3 9-16 1. Is this :000t10n louder or aortor than.noa-uroa 1-8?

2, Is this _section 1ike IQQQBIOI 1-8 othorwiae?
3. What does FF mean? =

4. %s the ¥ chord on thé key tone? ' .

maa o o -

17-32 "1, fhkis ssction has two parts. Where does the first part end?
2, Which measure has a double bar?

33-40 1. There is a rupcat -zsn 1n noaanro 40, Whers does the
ausic repeat? froa Rédsgsure to measure

2. Which instruments are playing the counterxslody?
3. Doss messure; 40 end on the Xey tone?

4., This 1s called "hriation t." ¥hat new part was added
to maks 1t differsat than it was at the btginning?

41-48 1. Does this aocttoa ond on the tcy tono?

2, nuiﬁ thil eoction use wind lnltruqtntaz

3. A dot over a note mesna. % Dlsy 1% separated. What does
& ourved line, or llur mean?

g 4. Is there a countermelody in thic ooctlon?

At i e

c R Bl ey e
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Measure
No's

g

49-56 1. The music 1s (louder) or (softer) here?
2. 1Is this sectlon in a major or g minor key?
3. 1Is the mood excited or restful?
4. Do the measures at 53-56 have the same mood as 49-52?

.57-74' 1. Only a.fragient of tﬁo’nelody 1s used here. Which instru-
. ments play 1t?

2. Which instrunents play a scale?
3. Which instryments play long, held notes?
4. In which measure does the excitement die away?

5. This variation began at measure 49. What things wers
changed to vary it from the first tune? N

75-82 1. Is Variation 3 in major or minor?

2. Which kind of auaical tuns is changed here: meter, tempo,
or rhythm? .

3. Which 1nstrunont playa the nolody° oboe, trumpet, orxr
clarinet?

83-106 1. At measure 83 the original melody is back. What is the
added melody, played by the woodwinds, called? ;

2. In measurs 100 there 1is an example of the "law of the
kalf step.” OCan you find 1t?

3. Is the bect (pulss) ‘steady or unever in this symphony?

-
- v
H

107-114 1. 1Is this. section louder or softer?
2, 1Is tho‘idlé&y playod'by winds or strings?

3. Is the acconpaninont on the ‘out (J—J 9 ) or off the
veat (ol 9d )?

4. Do the violins play the melody or a counterselody?

ER&C

Aruitoxt provided by Eic:
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115-130 1. Listen to the melody here and look at your score.
Poss 1t move to a highest note? Hhorpt;w

2., Which other measure has the second h;qult‘égto?
‘3. 1Is the mood here peaceful or excited?

151-157 ‘1. Look an? iisten to measures 135-138.° Have you heard a
part like this before? Try to find the measures whers
+ this happened, &4, -~F . o PR T

" 2. .7The Coday:or-wnding .section, begins at messure 139, "
Which measure has a hold or fermata ( 4 ). .
3. What does the Bugic do after the hold: gets louder

- or dis avay? - ST

1. Write the aeter signature of this music on the etaf? above.
2. 1Write the -1st-sever notes of the melody.
J5. How many messures are there in sadh variation?

4. Who was President of thé United States when Haydn composed
this pynphgny; _

Bhrgihfiunan, George Washingtoz, or U. 8. Grant?

e

————— R—
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The final exsminations given at the end of each quarter wers

considered the most significant messurement. Initially, a postieat
orly design was deamed sufficient, as the materials were so con-

Rk S S

cenirated as not to be comparable to any “"controlled" situation.
Hbupvcr, as the trial period progressed and it began to be odvious
that some materials could not be mastered or were missing their
mark, it was felt that s control group was entirely sppropriate as
an indicator of the comparative valus of the new materials for the
situation. Accordingly, some of the best classes in each city
were chosen to take the final test from each of the four units of
the study. Results from the control group tests showed higher
achievement, 1n some cases, than ihe experimental groups, indiesting
the failure of either natofiala or teacher within that partiocular
si%uation. -

Ia situation 1, listening, the control group did siguifiocantly
better than one class, was comparable to one olass, and signifi-
cantly inferior to one class; in keyboard, two of the three
exporimental classes ware signifiocantly superior to the oontrol !
group; in aural and factual, the experimental olasscs were - '
signifiodntly superior to the control group. In situation 2, the
oxperimental classes were consistently superior to the control .
groups. In situation 3, one factuel class, three listening clasess,
four keyboard classes and two aural classes were not significantly
better tian the control groups. In situstion 4, one keyboard
clasg, one aural class, snd 911]1|t0q1n¢ oclasses were not signifi-

cantly superior to the control groups. .

The cne semester keyboard grcups did not play a part in
determining the role of ordering, but they did furnish information




~238<

L PO

a8 to the rolailwe d1fficulty of materials. The eleven additional
classroons prevides’ anpy stabllity for the Judgaents, and helped -
to 1llusirste ths wide_variety of schievinet from ono test to

another, from one situation to arothsr. They strengthensd the

1nprqstiog that conclusions drawn from » emall sample would contain
many possidilities for false assunptions,

The final teat was a listening test designed to 11lustrate
many of the primary objoctivoa 0f the year's trial., It teste Loy
of the elements par se 1¢ont1£1qd in the first phsse of the study,

but was simplified to procure more accurate measurement of the '
skills and knowledges vithin the learning abil&ﬁy of the students. .
Kusic used for the liofonlng'telt was the third movement, Hayda's
Syaphony !gl sr ;og. -3t was ohasen beocause it contained many
obvious 1tcnc for liatcning. and at the same time was of high
artistio merit. Students were ssked to lister tc short ucetleno

(usually eight or utxtoon bars) and answer specific questions oont
cerning ihat part of ths music. They followed & line péoro for
these guestions. Marking was made as simple as possibdle. The
;cnt Was not a spesd test; students wers allowed to listen to the

music over and over in answering the quootlana.' Part of the test
was & comparison between the above-named novc-eﬁt and the third
movement of Boothovcn'c.ﬁ;lghgnz_]ngh_;_z 4 copy of the test nay
be found at the end ot this chaptor. ‘ | |
.Students were unablo to 1oouto tho end ot the phraoo uithin
the tirnt sixieen buro; not noro thun 2 por cent ovon guessed
correctly on thia quaction. pbtthor woro thoy ablo tc tell at which
point the haraony changod, artqr lovoral lcaourti or rcpoatod I
chord. fThe quoation portaining to inntrunonto playlng the nolody

ER&C
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¥as folt to bs a difficult one, as the flute blended well with the
violin on the reoo:@ing However, a respectabdle number of correct
answers was cbtained ter this question. On the other hand, an
even larger perceatage of students answered that the drum had the
melody--ghowing a $0tsl lack of uaderstanding the concept of lqlody.
The questions just described represent the eagiest ones; later
quesjione were slightly more lophintlcatod and the results from
these largely clance. ) . , :
.2eagher opln;pn l;s that the tept wni diffionl ¢, 'lvory attempt
had bean made to aimplify 1t ss much as pcssible whiig still re-
tainlng quantiono whioh could actually measurs liltoning. The
samé elght or sixteen bars of auoic were usad for sovoral queatlons,
and students llsht_hurg 8% Bany repeilticne as they nseded. Kotation
was gliven as an aid in. answering sané of the quastions; obviously
it was no aid to the student for whom the notatio:s remained mean-
1ngloas.1 The invqutigator 8 oplaion is that the tsst could not be
simplificd further and Yot measure iistening apility. The difficulty
lies ln the act of listening rather tham in the test, '

. Blank Score Test . ’
Adapted from ths tesiing procedure with the experts wasz the

blan, score test. It was originally plenned for use at the snd of
each iot of oquricneos. &8 a common mossuring instrument for the
four units, but was used only twice--at the end c¢ the £irst two
phalop--duo to the pressing need for mors inztructional time.
gcoron on the blank scors test ¢1ynn in the appendix srse quantita-
1176 Tather them qualitative, as in wost casen the students glving

the mos$ answers either hoard‘npro or could vdrﬁiliz@ Rnore,

ER&C
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Actually, vorbaliéétion vas not mandatory, for the student was
instyyoted to siaply make & mark where he heard sonething signifi-
oant if he did net have time to write out a word or w':d: or
devc;ay bis own code system; the nucic used was such &hat the teat
grader could tell whether nrarke had hoon made at random or were
genuinoly meaxingful. .An inspection of the aanple test inclngdad
Will shkow thet this vérsion of the blank 50016 test differsd from
that g&vgn the oxgarts.ohiotly by tze adéition of numbers for every
tenth megsure. The numbers wore alse orn the tape, so that listen-
ers bad frequent Qppoituniﬁi'to.tind their place, 1f lost. The
musie waa ususlly piayed six timas. _ L

Reaults indicste that the blank score test was auch mors
successfuyl than the final‘iistsning teat, in sliciting cerrect
answers gnd focussing attention on.the music. Ths sixtﬁ grads
students made a graaté;'numﬁar of reponess, and also more correot
responees, than the fifth grade studsnts. In addition, they
improved notiseably from tke first to the ‘second of the tests.
Objective gradirg was & problex, particulamly in catermining the
existence of an item, 5o natter how trivial, thot e student ciaimed
to hear. The tnndanqy.to;gqessw:athqr than listen seriously
existed in particular classes or psrticular schools, though for
the most part students. seemed td,aits_g_géauin& effort st fellowing
the music and indicating what ‘t:qéﬁr. heard. Whsre students did
guess, they tended to.pse one or t¥d itexs Which had siuck in
thelr minds from the instiuétidna. L"Boft"wind*"lomd" scemsd to be

favorite terms for gupgoorn. thenq .¥ould be uasé st random although
the particular number playod ‘Tor the blsak saore tost, tha Nozars

ginfounis Qongcertante, 1is especlally devold of jpionounced dynamic
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Name

School

4

This blank score test which you are sbout to take is probably
& new kind of test for most of you. You will listen several tiues '
to a plece of wuzic. The blank scere, with numbered measures and
sopé music written in, will help ybu follow the musin. We want to
know what you h2ar in the music, so we have left space below each
bar for you to write in what is going on in the music. It is not
irportant that you mark something in every bar, Just f£i1l in the
places that you feel ars important. You can make a check mark and
devise your own shorthand system to mark the music as it is played,
end you will then be given time after each playing to go back and
write in your answers. Some of the things you might hear in this
plece are 1listed baslow. Read this }1st over to yourself carefully
before ths tast begins.

1, PFName the instrument that has the first theme at the beginning.
2. Harkx the places where cadences eppear and what kind-if you ,
: know, .
2. Mark where the first theme recurs in the plece and what '
instrument is playing it now.
4. Mark the second thems and what instrument plays it-
5. Vhat is the meter of the number? -
6. Mark important rhythm patterns that recur.
To Mark any unexpected harmonies or chords.
8. Is the number in major or minor? :
9. Can you put brackets around a phrase? .
10. Does the number mciulate to a diffrent key, snd 1f so
where? .
11, Is the piece )erky or smooth?
12, 1Is the melody scalewlse or skipwise generally?
15. VWhat sections of the orchestra seem to have the most impor-
tant part in this number?
14, Mark the keytone, ’n some important places. :
15. Can yocu mark some high points or bracket the sections where "
vhere is movement toward a high point?
16. Mark the relaxed -r temporary stopping plsces in the music.
17. Merk two sections that contrast or are opposites with the
numbers 1 and 2,
18, How large an orchestra is playing would you guess? Can you
name most of the ‘struments you hear?
19. Mark some very loud and come very soft c~vots.
20. Some general remarks about the music like
Is 1t dance~-like or march-like?
Is 1t probebly composed 2a the (lassical period? .
Does 1t have vertical haimisony «r harmony l1ike when one ‘
8ings & round? or some of both? 4
Do instruments sometimes have solo parts? t

You will hear the music five cr six times =0 yon can listea for three
or four items each tims. Put down what you heair--not what you think
the teacher wants you to hesr. -
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changes. Amothsr favorite item for guessing was instrumental
timbre-~the work was performed by s viclir, obos, clarinet w:d
horn, but all orchestrai instruments were freely suggested. ¥o
student indicstsd an cwareness of the piece as chamdsr music, and
out of the mearly one thousand teste only a single aention o2 the
sclo quality of certain sections was made. |

20 discover whether any order or hierarchy of listening
existed, the students in situation 2 were given colorsd pencils
with which %o record their answers for. different hearings of the
music--one color for the first two hearings, s second color for
hearings 3 and 4, and e third color for the final two hearings.
Students were remarkybly consistent in reeording the same nuxbder
of responses for *ack Lhearing. MNo pattarn of listening emerged, _
however., Some students caught the important items on the first two
hearings, while others did not write them down until the final two
hearings.

Tho test was given to all classes at the end of the first and
the gecond nine week periods. The differences in the activities
and learnings Just stressed appeared to have no effect on the test
scores; no evidenca was present such as npooiai termminology ox
speclal smphasis in answering the test o suggest application of
any of the recent 1oarn;nga. Approximately ten percent of the
tesis were highly commendable, with cadences, phrases, melodiss,
contranting parts, timbre, climaxes, etc,, all correctly identified
and naricd; it is probabls that these ten persent represent the
students whickh music teachers usually teach to and upon whose
resronse they evaluate their offectivensss. Unfortunately, no
program in the public schools can justify itself on the basis of
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high effectivaness for ten percent, and neither did the present
" study Zeel that this perceniage indicated the ysar's objectives
had been succeasfully reached.

Findizgs from the first phese of the study indicated that
concensus exists concerning the listening act and those skills and
knowledges necessary for it. Meyer's critios may disagree over the
relative significance he attributes to certain elements of the music
or of the listening act, but they agree that those elements must de
included--that the same attitudes, Xnowledges and skills are part
of the listening aot. _

The largest disagreement is not with Meyer's theory of sxpec-
tation, but is between the point of view espousing intensive early
training in musical listening, and the point of view espousing early
"pleasant experiences" with music followed by intensive training
&t a more mature level. |

The findings of this study can be interpreted as supporting
either of these two viewpolnts. On the one hand, the desirability
of an early start in intensive musical learnings seeams 1ndisputablo;
for the field is s0 vast and complex and the neceasity for repetition
of experiences with the art so pressing, that tov delay such educa-

tion seems 111 advised. Oompetence in the basic skills and
knowledge-, is entirely feasible, as illustrated by the ten percent
high achievers in t »tudy, bdbut whether this competence results
frox unlearned, natural, porcoptioﬂ or from unusual aptitude for
musical learning, is not known. On the other hand, the present
study presents much svidence a3.to the infeasibility of teaching
really muslical skills and knowledges within the existing elementary
nusic framework. The factor of. tirme 1s the largest limitation. In

the present study, with above-averagse sllotments of time for nusioc,

©
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sach of the four areas totalled a maximam of 12 to 14 hours of
B instruction, including time spent in messurement and evaluation.
If genuine teaching and learning is desired Sn musio, objectives
must be_sufficicntly limited to be atiainsble in the time allotoed.
| ¥ithout the establishment of limited and feasible ebjectives,

I -*.x:?\‘;ﬁ\%w

and serious attenpts to teach for shem, there is little that researck
can do to discover and promote new programs for puilic sckool mpusic.
In the first place, it is difficuilt £o0 ansartain what might be

dons wifh particular mzteriaiz cr programs whea gﬁe preregquisite
knowledges ars lacking, as in the present study. And scoondly,

& pisce of research which does meet with success may be impracti-
cal for replication by teachers who are unacoustomed to focused
work towards objectives. This study found that students retained
no concrete krowledges or skills Irox their first four years of
music instruction. Even though. the knowledges and skills which

the study needed as prerequisites are widely accepted objectives
clted by teachers, found in gong book seriss, 1q_curricu1un guides
and methods texts, they are taught and learnsd in a fashion which
offers no tnns;blc.roaulta. No doudbt this situation is & comdbie-
nation of tlno.linitationa, inappropriate or negative msteriala,

and oertain traditional or habitudl approaches towards teaching
muslec. .

Mainy of the hoped-for skills and knowledges found to be
lacking were learned by the students at soxe point, but these were
nevsr.reinforced, buili upon, required for further learnings, nor.
mesningfully enlarged, .and so wers promptly forgottem. At prewent,
it 1s often the omse that sixth grace music requires no more skill
for successful participation than does first grade music. The use

\
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of both fifth acd sixth grade studénts in the study gave indication
that the same gsneral results (with a few isolated exceptions)
would have been obtainéé from either grade. The implication here
may be that successful Qurrlculul studlies in music must reverse the
trend of other subject matter areas and start from the bottomr un.
creating a foundation upon which to build, rather then making
Annovations at the top first.

Tgo projest forcefully points up the need for irdividualiged
atteation in music. Evaluation is, of course, almost unhasrd of
in pusic, and teachers are accustomed to estimating class progress
subjectively rather than objectively. Teachers in %he study were
often dumb-founded at the low scores of their classes and thelr
performance on specific items. A few bright and verbal students
in a class can crsate the impression that learning is taking place;
rote imitation, and the ability in singing to follow almost
ingtantaneously, can mislead the teacher in judging resding and
singing skills for'the class. Students can participate, can enjoy
making music, can become involved in a host of musical activities,
without any individualized knowledge or skill, because music is an
aurel-oral group activity., The systam bfoaka down when these
knowledges and skills are applied to listening or.individuel per-
formance. Teachers have long rationalized ihe failure of individual
performance through lack of real necessity for music reading, to
self-consciousness. or fear cn the part of the performer, and s0 on.
Onlf recently has the interest in a listening program begun to
evolve, and thet principally at the junior end sesicr high school
levels.: The need for good evaluative toola for all kirds and

levels of public school music is great, since without them no
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real kaowladge of results 18 posiible. Teacker reaztion to the
project 1w Andtedted by this short repert of a tescher to her
surrisalum director. B ‘

Results of tho study as they rélttt to the theory of expecisg-
tion afs thess. (1) The study clarified the slemsnts, knowledges
and skills ussd in listening and implis2 by the theory of cxpt&*
tation. BSufficient dissgreement exists among sxperis.to warrant
more thorough study at this point. '(2) The etudy found thet even
a few 6 the knowledgss and skills necded for sustcal listeniag
with expectation were too difficult to bp"faugﬁt in one year with
above avérage oondltionﬁ and teachérs, given the present structiure
of previous learnings and experiences. Without a faeling for
phrases, tonality, "same" or "different" melodies and rhythms, .
it 1s doubtful that the average student in the elementary scheol
can be taught to listen %o music according to the theory of
expactation. The above statement must be modified by an additional
réfprence to the exceptlons. Perhaps ten to twenty percent of
the students were intellectually and musically equipped to develop
musical expectations and have rasl listening experiences at a young
ags; these students are presumably the musically gifted and
advantaged;

l When music becomes sufficiently important to the school so
that itiie taught dally bf teachers who have the capabilitles
desired in the students, and the music curriculum fur all studentse
attains the same ipportance as performance, real musical learunings
can'become possible for all students. The findings of this study

indicate that tne present cbjectives of music are out of reach under

e v v R s e be A o N e v ——
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oxisding:1inltatiens af time and;:tencher prepsratien;. tBe. eiemgnts,
skills and knayledgen identified,in.the yresant siudy, should by,

no means be zdded %o that already unwieldy body.of objectivem. - . -
Bashery . the £indimes of $he:study indicste thet. change.ghonld
walt-upes jhoreugh. snd psinstaking cyrriculum studies,.begun-in the
olensntary gradss -with elementary learningm. io discover what.is
fepnlible, _The:music program muss be:eyollcal .in the sense that. .
all learpings must he built upon,:returned to and, eplarged; it ..
musy de¥elor 1n.loglcsl .and peychologiosl.sequance.from, 8 firm. , .
foundation. . To, scrap.all. the pressnt fictions,.fancles.and, foibles
0f the nusio.program;will require the critical and unbiased find-
ings of:exteuded researsh. . .. ... o o - RN
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May 25, 1965

I am " cemendously pleassd with the muslc.project in whish.my. .
widdle intermediats clssges have basen involved this ysar. Although
I dop't know.what resultg Dr. Célwell.will find when be ccmpletes
his snalyeis in all five participating school systems (part of this
w11l be determined by results of testing which will be done ths
last; week.of scheol), I am convinced that what has gone oz in a
clagses_hes bejn 4n exirsmély worthwhile experlence for ths chil-
dren, (I’ thipk the classroom teachers would agres.) ‘

I fesl that we should contlnually strive for quality ln our musie
progran &8 in other arees of the curriculum, and this the projlsci
has csrtainly dore. Too oftexn our music classes (aud I am guilty
of this,. too .Qg;{.;opcatlgho types of experiences the children-
get outglde, the clagsroom without brosdening their outlook.. (I
refer specifically t¢ the overahundance of the use of folksongs
in most music programs, due probably in large measure to the {ypes
of music texts avallabie in the past; while this is a part of our
heritage, it is only one small part.s Even the use of recordings
of composed music for listening doesn't of itself increass the
children's understanding or abllity to listen. This, I feel, is
the greatest strength 9f this year's progrem--1it helpel the
children know what to listen for and how to llsten.

Because of time factors only music of the Classicel Periocd
(1750-1825--Haydn, Mozart, Beethoven) was used. However, the same
type of approach could be applied to muslc of any perlod.

Four approaches were used--each involving about eight weeks cf
time:

1. Keyboard--The children learned to play simple tunes and
chordal accompaniments by ear. Notaticn was lntroduced
late 1in ths guarter.

2. Aural-~-Songbooks were used this quarter. Pmphssis was
ox hearing melodlic line, phrases, chords, meter, rhythm,
etc. and understanding the mechanics of notation.

5. PFactual--an intrcduction to the Classical Perlod--the
. characteristlcs of the "Age of Reason," its art, its

gsoclety, its scientists, etc. Life in EBurope wag comparad
to life in early America. Pllmstrips and recoxdings on
the lives of Mozart and Haydn were used. The charscter-
istics of the muslic of this perlcd and the types of
compositions written at this time were studied. The
instruments of the orchestra wers also covered in thils
quarter,

4, Listening--This quarter was orientsd toward helping the
children develop additlionsl listening skills. Aress
covered included tims, melody, style, form. The
children were introduced to line scores and learned to
use them as an ald to listening.
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I do believe that too muoh materic’ was coversd in one year for
our particular situation. However, this was one of the aims of
the projects-to discover what aud low much children ars roally
able to learx in music at this uge level. ,

I umed some of tha approsches froz the project (particulerly in
the aural and listening areas) in uy Iower Internediate classes
and I am d2lightsd with the results. 7The children have learned
mory theu I thought poosible. They entered 4th grade with
1ittle background in music, and they have come 2. long way in onc
year, Ny

All in &1l I felt the project to be a most worthwhile undertsxing,
and T am happy tnat our classes were able to participats in it,
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FINAL TEST

1. 1In this test you have a line socore for & piece of music. Fart
of this plece will be played. You are to mark ir the expression
marks £ (loud) and p (20ft) in the bar where a change from loud
to soft or soft to loud ocours. The first bar should be
xarked "f£". Mark right oa the music.

2. In this section of the music, (bars 1-8) what two instruments
have the melody?

5. Listen to the rfirst 16 bars. Mark on your music whers a chord
changes. The first chord is a I chord. Place an X under the
chords that are not I chords.,

4. Listen to ike first 16 bars. The plece is irn 3/4 meter. Draw

a long, straight line like this &t the end cf the measure
that ends each phrase.

5. Listen to the first 16 bars. The plece is in 3/4 meter. Draw

& long, wiggly line 1like this at the end of the measure that
ends the melody.

6. Iisten to the section beginning with measure . Is this

section in major or mincr? or does it change major to minor
or minor to major?

T. The section from 21-66 will be played. Draw a straight line
like this at the end of esch phrase in your music.

8. The section from 21-66 will be played. DIraw e siggly line

like this at the end of the first melody sach time you hear
is. :

9. This plece was written in the Classical Periol. List two

things you heard in this pilece thaf are characteristic of
music of the clasaical Period.

; 10. 7You are io0 compare thig Plece with another plece of mucie and
| answer the following questions.

4 Listen for the meter of the second pioce. Is 4% tho Ge@me metor
3 a3 the first pilecc?

15 11l. ZIisten %o the melodies of tho $wo nupbers (moro tham tho noledy
i will be played so don't count the measurog )

< Unlch melody was longers? Firsgt
Sosend
Both Same
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PINAL TEST (page 2)

l2z., Listen for the tonality.

both are in melor

btoth a>e in minor
One is in major, one in minor
13. Iisten to the harmony of the two pieces.
the chords change more in the first pilece_
the chords change more in the geccnd plece__
both pleces chengs chords sbout the seme__
14, IListen to a longer section of each piece for the melody.

the melody féturns in part or whole more often in the
first plece __

the melody returns in part or whole more often in the
gsecond piece

tho‘mclody comes back about *ke same number of times
in both pieces

15. ILister for a countermelody.

first plece hac a countermelody
second piece har & countermelody
neither pisce has a countermelody —

16. Listen for contrast.

List one way the composer of the first piece odtslus contract

List one way the compomer of the second plecc. obtains contrast

17, IListen for f£orm.

L -~ LN
SN L gt

= do7 many different meledise did you hear 4im tho £irst mumbor? —_

& Vhich melodies were vepeatody

L Hou nemy 4ifferent melodiee did you hear im $ho cedend nwiber? ___

Yhich melodlcy Wers ropeatod? o i
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*INAL 7E87 (yage 3) : : : T
17. {cont.) - .- s L e

———— -
- e - LRI --
- —

mm the form- ot the ﬁnnnnb-rr o SR

What 10 the form of the second .number?

18. 1Is the ulad;_,pt the tirst number typical of nourt? . _
19, Which mmbo: n- written eariier, the first number .

.the gecoud number
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Appendix I
Table of t Values

" School 2

1Q
‘ kflal 110.12 ¢ 4.?8 kfia 110.1 t6.59 kfla 110.1 ¢t .529
lakf 128.9 (39) akfl 139.6 (37) flak 112,7 (40) -
lakf 128.9 ¢ 3,34 lakf 128.9 t 4.36 akfl 139.6 t 6.59
akfl 139.6 (44) flsk  112.7 (47) flak 112.7 (45)
ITBS
kfla 55.3 % 7-.51 kfla 55.3 t 1.1l kfla 55.3 t 3.44
lakf 64.9 (48) akf) 69.1 (49) flak 68.9 (48)
lak? 64,9 t 3.5 lakf 64,9 t 1.05 akfl 69.1 t ,061
akfl 69.1 (51) flak 68.9 (50) flak 68.9 (51)
SEASHORE MEASURES OF MUSICAL TALENTS
Fiteh
kfla 58,7 t .11 kfla 58.7 t 2.31 kfla 58.7 t .42
lafk  59.6  (47) skfl  75.5 (49) flak  61.8 (48)
akfl 75.5 (50) flak 61.8 (49) flak 61.8 (51)
Loudness
gfla 35.9 ¢ 2.56 kfla 35,9 % 4,04 kfla 35.9 ¢ 1.63
lakf 53.8  (47) akfl  62.5 (49) flak  47.1  (48)
lakf 53.8 +1.38 lak? 53%3.8 % 1.04  akfl 62.5 t 2,52
akfl 62.5 (50) flak  47.1  (49) flsk  &7.1  (51)
Rhythn
kfla 55.5 % 1.83 kfla  55.5 % 1.93 kfis 55.5 % .19
lokf  TL.1 {47) akfl 70.9  (49) ek £7,3 (48)
lakf  71.1 & L037 1lakxf 7.1 1.5 akfl 70.9 % 1.65
akfl 70.9 ({50) £lak 57.3 {49 flak 57.3 (51)

lacpr@@@at@ order of exporiomec, koyboord, foctunl. ligtoming
Aural

EHO&E FeOX0
A
“(dozroeas of frooden)
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kfls

lakf
akfl

kfla
lakf

lakf
akfl

kfla
lakf

lak?f
akfl

kfla
lakf

lakf
akfl

kfla
lakf

lakf
akfl

kfla
lakf

lak?
akfl

kfla
xakt

laks
akfl

" Time
t 2,01 kEila 45